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ABSTRACT 
 
The piccolo has a long history of programmatic uses in the orchestral literature, 
beginning with its very first orchestral performance.  The first appearance of the piccolo in 
mainstream orchestral music occurred in 1808 on a concert of Beethoven’s 5th and 6th 
symphonies.  The 5th symphony uses the piccolo only in the final movement, and it is used in the 
6th symphony only during the fourth movement, “Gewitter, Sturm” (Thunder and Storm).  Its 
early use in these two symphonies was quickly imitated by other composers and in other 
contexts.  In the mid-19th century, however, composers began to use the piccolo in a new way, 
separate from their programmatic treatment of the flute.  While the flute is well known for its 
depictions of birds and pastoral settings, the piccolo began to appear in a variety of other 
programmatic situations.  The specific programmatic use of the piccolo as a representation of the 
demonic in the music of the 19th century is the focus of this paper. 
This paper examines four related works as case studies for demonic representation: 
Hector Berlioz’s Symphonie Fantastique and Damnation de Faust, Felix Mendelssohn’s Die 
Erste Walpurgisnacht, and Franz Liszt’s Faust Symphony.  In each, the composer uses the 
piccolo as a vital element in his portrayal of the demonic.  By comparing the four, some broader 
conclusions can be made regarding the specific musical elements that comprise this demonic 
portrayal.  Each composer includes an element of parody in his demonic character, reflecting 
both a strong connection with Johann Wolfgang von Goethe and his Faust, as well as depictions 
of the demonic in the Bible and more contemporary works.  This satirical element is evident in 
the piccolo’s use of ornamentation and transformation of pre-existing musical themes.  
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This study aims to provide a new perspective on how the piccolo is used 
programmatically, independent of the flute and its programmatic associations. Performers will 
find theoretical information to inform their performance of these works, specifically intended to 
emphasize the demonic associations of each.  They will also find specific performance 
suggestions for the excerpts included in this paper.  In addition, this paper is intended to be an 
initial look at the broader concept of the piccolo and its programmatic implications.  
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INTRODUCTION 
The piccolo has long been prized for its programmatic associations.  Its first documented 
appearance in a major symphonic concert, at the premiere performance of Beethoven’s Fifth and 
Sixth symphonies, also represents its first known programmatic appearance.  The piccolo was 
used in the final movement of the Fifth symphony, and in the Sturm movement of the Sixth, as a 
representation of lightning.  Its predecessor, the fife, was heavily used in military music, 
providing a functional element to any appearance of the piccolo in the concert hall.  Nancy Toff 
identifies a few broad programmatic uses of the piccolo within orchestral music: depicting the 
military, birds, storms, and the demonic.1  While much has been made of the flute’s 
programmatic associations with birdsong, far less has been written about the piccolo and its role 
in program music.   
Paramount to an understanding of the piccolo’s programmatic associations is an 
understanding of how the piccolo fits into the broader history of the Western flute family.  Nancy 
Toff in her comprehensive book on the history of the flute and the flute family is an important 
resource in understanding the flute and its mechanical development.  However, she spends just 
four paragraphs outlining the programmatic uses of the piccolo in orchestral music.2  While her 
study of the mechanical and artistic development of the flute contains some of the most detailed 
information on the history of the piccolo, its focus is mainly on the C-flute rather than the 
piccolo, alto, and bass flutes.   
The focus of this paper, the programmatic use of the piccolo, is intimately tied to the 
mechanical advancements to the instrument over time.  The development of the piccolo has 
                                                 
1
 Toff, Nancy, The Flute Book. III ed. (New York: Oxford University Press, 2012), 67. 
2
 Ibid 67. 
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paralleled and shadowed the development of the flute, with the most important event being 
Theobald Boehm’s new system flute of 1847.  This redesign of the flute changed both the 
technical abilities and sonic qualities of the instrument, meaning a change as well in the ways 
composers were able to write for the flute.  The piccolo’s development parallels this timeline 
somewhat, though Boehm’s innovations took time to appear on piccolos, and pre-Boehm system 
piccolos continued to be manufactured well into the 20th century.3  Many of the developments of 
the flute in the period just before Boehm’s redesign were not used for the piccolo because of the 
higher tendency of the instrument to crack with the additional drilling required for extra keys.4 
While much of the literature regarding the development and use of the piccolo has focused on the 
mechanical development, relatively little has been said about the programmatic role the 
instrument plays in the orchestra.  It is this gap that this paper will fill.   
While there are many programmatic associations for the piccolo throughout its history as 
a symphonic instrument, this study will concentrate on the specific role of the piccolo in 
representing the demonic.  Other scholars have investigated the demonic uses of other 
instruments, most notably the violin5 and piano,6 but no author has examined the piccolo in the 
context of the demonic.   
This study will examine four pieces as case studies to draw broader conclusions about 
why composers used this small instrument to represent such a specific extramusical concept.  
The four pieces all come from the mid- to late-nineteenth century: Berlioz’s Symphonie 
Fantastique and La Damnation de Faust, Mendelssohn’s Die erste Walpurgisnacht, and Liszt’s 
                                                 
3 Dombourian-Eby, Zartouhi, "The Piccolo in the Nineteenth Century" D.M., Northwestern University, 1987, 9. 
4 Heck, Angela R., "The Mechanical Development of the Piccolo" D.M.A., The University of Oklahoma, 2010.  
5 Kawabata, Mia, Paganini: The 'Demonic' Virtuoso (Rochester, New York: The Boydell Press, 2013). 
6 Masloski, Debbie Ann, "The Demonic Piano: A Comparative Study of the Devil and Piano Literature" D.M., 
Northwestern University, 1999.  
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Faust Symphony.  These works show a remarkable similarity in their piccolo parts, and in how 
those piccolo parts fit with the rest of the orchestra to create a demonic atmosphere. 
Each of these four works investigates the power of the supernatural in a different way.  
Berlioz’s Symphonie Fantastique and Mendelssohn’s Die Erste Walpurgisnacht both draw from 
an artistic tradition depicting the witches’ round dance, or the Dance of Death.  The final 
movement of Symphonie Fantastique, “Songe d’une nuit du sabbat,” draws on a trope seen in 
both music and visual art since the Medieval era7--the dance of witches.  Mendelssohn’s Die 
Erste Walpurgisnacht also draws on this artistic element and sets it in the context of a secular 
oratorio in eight sections.  While Symphonie Fantastique draws its program from an original plot 
devised by Berlioz, Mendelssohn’s libretto comes from Goethe’s ballade of the same name, in 
which a group of Druids act out a mock-witches’ round dance to frighten the townsfolk.  In this 
case, the demonic emphasis of the work is itself a pantomime.  
The other two works investigated are based on the Faust story as interpreted by Goethe: 
Liszt’s Faust Symphony and Berlioz’s La Damnation de Faust.  While the legend of Faust has 
existed in many forms and in many time periods, the Faust story relevant to this study is 
Goethe’s play and specifically Nikolaus Lenau’s translation of the play into French.  Goethe’s 
play in 2 acts was written over an extended period of time, but portions of the play were 
available as early as 1790.8  Both Liszt and Berlioz were quite familiar with this work at the time 
that their pieces were written.  Berlioz wrote a first piece based on Goethe’s play very early in 
his career, in 1828. The work was Huit scènes de Faust,9 portions of which would be later 
                                                 
7
 Kathi Meyer-Baer, Music of the Spheres and the Dance of Death (Princeton, New Jersey: Princeton University 
Press, 1970), p. 222. 
8
 Johann Wolfgang von Goethe, Faust, Trans. Walter Arndt, Norton Critical Edition (New York: W. W. Norton and 
Company, 2001), p. 505. 
9
Julian Rushton, "The Genesis of Berlioz's 'La Damnation De Faust'," Music & Letters 56, no. 2 (1975): 129. 
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incorporated in both Symphonie Fantastique and La Damnation de Faust.  Indeed, the Huit 
scènes de Faust are considered by many to be Berlioz’s Opus 1.  In addition, it was Berlioz 
himself who introduced Liszt to Goethe’s Faust sometime in the 1830s.10  Liszt later dedicated 
his Faust Symphony to Berlioz.  These two pieces by Berlioz and Liszt take very different 
approaches to Goethe’s Faust.  Berlioz's mature work, La Damnation de Faust, is a semi-staged 
opera, while Liszt's symphony consists of a three movement long study of the main characters of 
the story--Faust, Mephistopheles, and Gretchen.   
These four works are a subset of the programmatic use of the piccolo in symphonic 
music.  It is important to put them into the context of not only the time in which each was 
written, but also the larger context of program music that uses the piccolo.  By examining the 
similarities and differences among these works, I hope to draw larger conclusions as to how the 
piccolo can be used to programmatically depict the demonic, and why this instrument was 
chosen by early nineteenth-century composers to depict this specific programmatic element.   
  
                                                 
10
 Reeves Shulstad, "Liszt's Symphonic Poems and Symphonies" In The Cambridge Companion to Liszt, edited by 
Kenneth Hamilton (New York: Cambridge University Press, 2005), 217. 
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CHAPTER 1: THE DEMONIC IN THE NINETEENTH CENTURY 
From the earliest sections of the Old Testament to contemporary depictions, evil has been 
present in many forms of Western art.  This chapter will examine how the idea of the demonic as 
an antithesis and foil to God as well as a perversion of the natural order have influenced 
literature, art and music throughout history.  These became especially evident in nineteenth-
century culture.  No piece of art is created in a vacuum, so it is important to examine both the 
potential source material available to all composers of the nineteenth century, as well as other 
pieces of art that may have specifically influenced the composers examined in this paper.  
To begin this study, I will examine some of the source material available to the 
nineteenth-century artist.  With the inherently religious nature of all demonic representation, the 
Bible remains an important early source of descriptions of the Devil.  Much of the Old 
Testament text about the demonic centers around a narrative of “us” versus “them” between the 
Israelites and their neighbors, with opposing groups portrayed as not only adversaries, but also as 
servants of a demonic deity.  Indeed, much of the Old Testament’s historical narrative describes 
the struggle of the Israelites against other regional powers. In each case, the other powers are 
seen as heathens, worshipping false gods.  The Egyptians, Canaanites, Babylonians, and Persians 
are all adversaries to the Israelite people.  The gods of these people—Leviathan, Rahab, and 
others—are seen as false gods, leading the Israelites away from their own god.11  Therefore, the 
Israelite struggle against neighboring tribes becomes not only an earthly struggle, but a cosmic 
one as well.  By framing territorial disputes as a struggle between gods, the Biblical account 
draws a parallel between the demonic and the foreigner.  If the Israelites worship the only true 
god, it posits, then the foreigner they battle must be worshipping a false god.  Later, composers 
                                                 
11
 Elaine Pagels, The Origin of Satan (New York: Random House), 38. 
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would use the idea of a national struggle in many works.  Handel, in his Messiah oratorio, used 
the text “Why do the nations rage so furiously together against the Lord and his Anointed?” in 
one of the solo movements.  This text emphasizes not just a religious struggle, but an ethnic 
struggle as well.  This equation of the alien and the demonic will become important to reference 
as we explore the use of the piccolo as an element of demonic representation in the pieces 
examined in later chapters.   
The first substantial appearance of the character known as Satan in the Old Testament is 
in the book of Job.  Written somewhere between the seventh and fourth centuries BCE, it 
contains the first identification of the specific demon, Satan.  The original Hebrew identifies the 
antagonist of this book as “Ha Satan” or The Accuser.  In Job, Satan appears as one of a 
pantheon of heavenly beings. This differs from later images of him as separate from God and the 
other angels.  Here, he appears as a sort of heavenly prosecutor, questioning God and his power 
over men.  The three primary characters in the story are God, Satan, and Job.  Satan is not the 
central character, but rather an opposing force to God and Job.  The book’s main premise 
examines the faith of Job, who was, according to God, one of the most faithful men on earth.  
The story begins in Heaven, where Satan is debating with God over the source of that faith.  In 
only his second quotation in the book, Satan questions God regarding Job’s faith: “Have you not 
put a fence around him and his house and all that he has, on every side?  You have blessed the 
work of his hands, and his possessions have increased in the land.  But stretch out your hand 
now, and touch all that he has, and he will curse you to your face.”12   Satan works to undermine 
God’s follower.  His first interaction with God is to question him, seeking to prove that Job’s 
faith is transactional—Job follows God because God has blessed him.  Throughout the book, 
                                                 
12
 Job 1:10-11 (New Revised Standard Version). 
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Satan continues to question Job’s faith after each trial.  Satan serves as a foil to God, and his role 
in the action does not exist without the presence of God.  He is one half of a duality that is 
fundamental to human nature.  He is the evil to God’s good.  However, his position as part of 
God’s pantheon also, in a sense, makes the two opposite sides of the same coin.  This adversarial 
relationship between God and Satan will become important, as it relates to the Faust legend, and 
how it was interpreted by authors, artists, and composers in the nineteenth century.   
By the time the New Testament was written, at least four hundred years after the book of 
Job, the Devil’s image had shifted.  In his portrayal in these books, Satan is not seen as one of 
the pantheon of Heaven.  Rather, he is now a distinct entity of evil apart from God.  Satan is 
portrayed as acting in direct opposition to Jesus in the three synoptic Gospels (Matthew, Mark, 
and Luke) during Jesus’ fasting period after his baptism.  While Mark’s version lays out the 
reference to this encounter with Satan in only a single sentence, Matthew and Luke both depict 
similar versions of the three temptations of Jesus by Satan.  In Matthew, Jesus is visited by “the 
tempter” who uses a deep understanding of the Jewish texts to support his offer: “Then the devil 
took him to the holy city and placed him on the pinnacle of the temple, saying to him, ‘If you are 
the Son of God, throw yourself down; for it is written, 
‘He will command his angels concerning you,’ 
and, ‘On their hands they will bear you up, 
so that you will not dash your foot against a stone.’”13 
 
Luke’s version of this temptation is almost identical.  The Devil, in both cases, does not directly 
attack Jesus.  Rather, he tempts Jesus, framing his offer in the context of the religious texts Jesus 
knew, in this case, a quotation from the Psalms.  By engaging in a battle based on scriptural text, 
he positions his argument as though directly from God.  He uses the material of Jesus’ holy 
                                                 
13
 Matt. 4:5-6. 
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books and perverts it for his own purposes.  This perversion of holiness is fundamental to later 
representation of the demonic by the artists examined in this paper.  The Devil is presented in 
this scene as a skillful tempter, appealing to Jesus through the words of his own religious texts.    
 
 Artists during the nineteenth century built on the images of the demonic presented in the 
Old Testament and the Gospels, portraying the Devil and his minions as an antithesis or foil to 
God.  These artists used the image of the Devil as a divine adversary, using religious knowledge 
as a weapon, in literature, visual art, and music.   
 The Gothic movement was an important element in these trends and can be seen as a key 
outgrowth of the Biblical depictions of the demonic in the nineteenth century, during which time 
the composers examined in this document were working.  According to Andrew Smith, the 
Gothic movement was a reaction to the rationalism that characterized the Enlightenment in the 
eighteenth century.14  Gothic literature is characterized by a portrayal of the supernatural, 
particularly of ghosts, witches, and other macabre imagery.  Its stories are framed in dark themes 
of fear, uncertainty and death.  Nathaniel Hawthorne (1804-1864), Mary Shelley (1797-1851), 
and Edgar Allan Poe (1809-1849) all examined the darker sides of human nature as well as the 
supernatural in their novels and poetry.  One example of this dark imagery is found in E. T. A. 
Hoffmann’s The Sand-Man.  This story examines a strange and demonic character who, through 
most of the story, is neither clearly human nor clearly demonic.  The narrator’s first encounter 
with the demonic Sand-Man is in the form of the “old advocate Coppelius who often comes to 
dine with us.”15  The narrator, Nathaniel, describes this character as “an ugly spectre-like fiend 
                                                 
14
 Andrew Smith, Gothic Literature (Edinburgh: Edinburgh University Press, Ltd, 2007), 3. 
15
 E. T. A. Hoffmann, Weird Tales Vol. 1 (New York: C. Scribner’s sons, 1885), 346. 
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bringing trouble and misery and ruin, both temporal and everlasting, everywhere wherever he 
appeared.”16  This type of description, which uses demonic language, is a hallmark of Gothic 
literature of the time.  The lawyer then proceeds to perform a Satanic ritual and later murder the 
Nathaniel’s father.  It is important to note that Hoffmann uses a lawyer as his demon in this 
story.  This nod to Ha Satan of the book of Job helps connect this story to the Biblical version of 
the demonic.  However, Hoffmann’s demon is an active participant in the story, unlike the 
heavenly commentator in Job.  While Hoffman’s story is not a direct source for the four pieces 
examined in this paper, it typifies the literary atmosphere in which these composers were 
working.   
One of the most prolific writers of the late eighteenth and early nineteenth centuries was 
Johann Wolfgang von Goethe.  His novels and poetry, which deal with Gothic themes of death 
and the demonic, were well known by the Berlioz, Mendelssohn, and Liszt, and had a profound 
influence on all of them.  Mendelssohn knew Goethe personally near the end of the author’s life, 
and indeed, corresponded with and visited him near the time of his death.17  Mendelssohn’s 
composition teacher, Carl Friedrich Zelter, was also a close friend of Goethe.  Berlioz had been 
reading Goethe’s Faust in 1829, the year before he wrote Symphonie Fantastique.  He had been 
so moved by the work that he began to compose a symphony based on Faust, some of whose 
themes would later be used as parts of both Symphonie Fantastique and Damnation de Faust.18  
Liszt also was an avid reader of Goethe.  After Berlioz dedicated his Damnation de Faust to 
Liszt, Liszt returned the favor and dedicated his own Faust Symphony to Berlioz.   
                                                 
16
 Hoffmann, Weird Tales, p. 348. 
17
 John Michael Cooper, Mendelssohn, Goethe, and the Walpurgis Night (Rochester, NY: Rochester University 
Press, 2010), p. 35. 
18
 Julien Baker and Theodore Tiersot, "The Berlioz of the Fantastic Symphony" The Musical Quarterly 19 (1933): 
304. 
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The most influential source for the works discussed in Chapters 3 and 5 was Goethe’s 
epic drama Faust, so it is worth beginning with a brief overview of the work.  Written over a 
long period of his life, the work was conceived in the 1770s and fully completed in 1831.19  This 
work therefore spanned most of Goethe’s adult life.  It is written in two parts, with the first part 
consisting of a series of scènes and the second part split into five acts.  Part 1 is more relevant to 
this study than Part 2, and therefore will be examined more closely.  The premise of the story is 
similar to that of the book of Job: a demon seeks to tempt a man with the ultimate goal of gaining 
his soul.  In Faust, the demonic presence is the character of Mephistopheles, who appears in the 
first scene, Prelude in Heaven.  Here, as in Job, the heavenly beings are debating the actions of 
men on earth.  Mephistopheles is discussing human behavior with God: “The Lord to 
Mephistopheles in Heaven: ‘Do you come always to accuse? / Does nothing please you ever on 
the earth?’”20  The setting of this scene is very similar to that of the opening to the book of Job.  
Here, Mephistopheles acts in the role of a divine prosecutor.  His role is almost identical to that 
of Satan in Job: the demonic accuser exists to counter God and all that is good on earth.  As such 
an adversary, Mephistopheles accuses and complains to God about what he encounters on earth.   
As in Job, Mephistopheles is given permission to tempt a man on earth to see if that 
person will succumb to his demonic power.  However, unlike Job’s story, the demon is able to 
interact with the man.  The parameters of the bargain are set in Heaven before the start of the 
temptation: “Estrange this spirit from its primal source, / Have license, if you can but win it, / To 
lead it down your path by shrewd resource. . . .”21  God has given permission for Mephistopheles 
to tempt Faust toward damnation.  Once on Earth, however, the bargain gains another parameter, 
                                                 
19
 Goethe, Faust, 506. 
20
 Goethe, Faust, lines 294-295. 
21
 Goethe, Faust, lines 324-326. 
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though it is Faust, not God or Mephistopheles who proposes the new requirement: “Should ever I 
take ease upon a bed of leisure, / May that same moment mark my end!”22  Faust is wagering that 
he will never be satisfied, no matter how much the Devil can offer him.  Mephistopheles agrees 
to this bargain and embarks on his attempt to prove Faust wrong and win his soul.   
Goethe’s portrayal of Mephistopheles is complex, and he is as much a main character of 
the work as is Faust.  As Daniel Albright argues, these subtleties of character make him an 
exciting character for other artists to attempt to portray: “Goethe’s Mephistopheles is subtle 
disputant, relaxed, ironical—and irony, as in the Greek New Comedy, is ultimately a rhetoric for 
slaves, not for masters.”23  Albright touches on an important point: Mephistopheles is a servant, 
not a master.  Goethe’s Mephistopheles is portrayed in a similar style to a genie – immensely 
powerful, but always a slave.  After the bargain is made, Mephistopheles becomes a servant to 
Faust.  As early as his first appearance to Faust in the guise of a dog, Mephistopheles must first 
be invited to join Faust and Wagner, Faust’s assistant.24  Faust invites the dog to join them, and 
by that invitation, Mephistopheles follows the two into Faust’s study.  Later too, Mephistopheles 
is bound by certain demonic laws in his actions, as he explains to Faust.  Once transformed from 
his dog form back into himself, he must ask permission of Faust to leave the room because of an 
open pentagram there: “Devils and ghosts obey a regimen; / They must slip in and out by the 
same track. / Entry is of our choice, for exit we’re enslaved.”25  Goethe sets boundaries for the 
demonic, so Mephistopheles must work within these boundaries in order to claim Faust’s soul.  
However, as a servant, Mephistopheles is able to act in a similar manner to a court jester—
                                                 
22
 Goethe, Faust, lines 1693-1694. 
23
 Daniel Albright, Berlioz's Semi-Operas: Romeo et Juliette and La Damation de Faust (Rochester, NY: University 
of Rochester Press, 2001), 82. 
24
 Goethe, Faust, line 1166. 
25
 Goethe, Faust, lines 1410-1412. 
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pointing out flaws and acting out a parody of the events that surround him.  Just as he points out 
flaws in the Prelude in Heaven, Mephistopheles as the jester is able to point out flaws in his 
interactions with Faust.  Mephistopheles’ actions rely on the actions of the other characters of the 
work.  This characterization of Mephistopheles is exploited in the musical examples of this 
paper.   
In addition, according to David Hawkes, “in Goethe’s Faust as in Paradise Lost, the 
Satanic is that element in the human mind that denies that we are created, the tendency of 
products to forget that they are produced.”26  Faust is a character in search of higher meaning.  
He is not satisfied with the knowledge he has gained, extensive though it is.  He questions 
everything.  Mephistopheles is able to give Faust the opportunity of higher learning and a 
knowledge of the otherworldly.  By making his pact with Mephistopheles, Faust agrees to give 
up his soul, his connection with the divine, for this opportunity.   
 
The Gothic literary movement had its analogue in music.  The Danse Macabre of Saint-
Saëns as well as the musical settings of Gothic literary works by Schubert, Schumann, Liszt, and 
others reflect the cultural influence of the Gothic literary movement.  In many cases, composers 
chose to depict the adversarial role of the demonic in a specific set of musical terms.  Each of 
these musical techniques is used by the composers examined in this study to identify the 
demonic.  The tritone, known as the diabolus en musica, has long been associated with the 
demonic from the earliest days of functional harmony.  Its existence as an equal division both 
between the “perfect” fourth and fifth, as well as the octave, means that it can be used to disrupt 
tonal harmony in a way that jars the listener.  Indeed, Medieval and early Baroque composers 
                                                 
26
 David Hawkes, The Faust Myth: Religion and the Rise of Representation (New York: Palgrave MacMillan, 
2007), 145. 
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were hesitant to use this dyad and associated it with the Devil.  Romantic composers used this 
historical association to their advantage, providing a quick and easily identifiable symbol to point 
out the demonic.  In Saint-Saëns’ orchestral work Danse Macabre, the solo violin retunes its top 
(E) string in order to play a series of open tritones to begin the piece.  This sets the stage for the 
rest of the infernal dance.  Other composers used different techniques to represent the demonic. 
In Weber’s Der Freischütz, the demonic presence--Samiel--is not given sung lines.  Weber 
chooses to only allow Samiel to speak, giving him an aural profile that sets him apart from the 
rest of the characters of the opera.  Finally, the use of the Dies Irae motive from the Catholic 
Mass for the Dead is a common signifier not only for death but also the demonic.  The fifth 
movement of Berlioz’s Symphonie Fantastique includes this motive as one element in its famed 
witches’ dance.  By setting apart the demonic with these musical techniques, the composers 
emphasize the duality between the demonic force and the other characters of a work. 
These techniques for portraying the demonic have been combined and manipulated to 
create complex pieces associated with demons.  According to Kathi Meyer-Baer, the very dance 
of Death itself can be seen throughout musical and artistic history. Exploited by Romantic 
composers in conjunction with other compositional techniques to represent the demonic, it is 
considered a perversion of the natural order, in that it compares the orderly dance of the planets 
and the cosmos to the off-kilter and chaotic dance choreographed by the skeletal figure of Death.  
The cosmic dance exists with the figure of Christ at its core, while the dance of death is led by 
Satan.27  In visual art, this dance is seen as a round dance, with Death personified as a skeleton, 
often playing a violin, surrounded by other symbols of death.  Meyer-Baer argues in addition that 
the Holy Spirit of the Bible is equated with air or wind, which has a strong correlation to 
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instrumental music.  Therefore, the sound of wind instruments can sometimes be indicative of 
the Holy Spirit.  The Dance of Death with its demonic fiddler is a perversion of this order.  Saint-
Saëns’s Danse Macabre is an example of how nineteenth century composers interpreted this 
genre of the Dance of Death, opening with a violin soloist playing the part of the demon at the 
center of the dance.   
The Dance of Death brings with it associations with specific instruments.  The violin was 
commonly seen as an instrument of the Devil.  As Paula Gillett says: “Represented by a skeleton, 
or by Satan himself, Death was often depicted in woodcuts and paintings as an expert fiddler.”28  
While the dance is more commonly seen with the figure of Death as a fiddler or violinist, Paula 
Gillett points out that some of the earliest images of the Dance of Death during the Middle Ages 
show Death playing a pipe.29  While it cannot be assumed that any of the composers examined in 
this paper were directly influenced by these early images of Death as a pipe player, the image of 
Death as a virtuoso was well established by the time they were writing their compositions.  
Technical agility is a hallmark of virtuosity, and the woodwind family is known for an ability to 
play rapid passages.  The piccolo, as the highest, and at times, most prominent voice of this 
family is well suited to this type of programmatic element.  According to Gillett, the Dance of 
Death was a reaction to the semi-regular outbreaks of the Plague during the Middle Ages, when a 
seemingly healthy reveler would go from dancing to dying in a short amount of time.  Death was 
ever-present in this context, so even the figure leading a joyful celebration could turn out to be 
Death in disguise.   
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A related demonic idea had made itself into the musical world by the nineteenth century: 
the myth of the demonically influenced musician.  Both Paganini and Liszt were said to have 
made pacts with the Devil in order to have the otherworldly skills they possessed.  Paganini’s 
tall, gaunt appearance was seen by some as an indication of his relationship with the demonic.30  
As a violin player, he could also be seen as reminiscent of Death itself.  The idea of artists 
making a Faustian pact is not surprising, given the Gothic environment of the time.  The Devil 
seems to offer both knowledge and skill, but at what cost to the individual? 
The witches’ Sabbath is a final corruption of the religious which found its way into music 
as well as other art forms.  Similar to the Dance of Death, the witches’ Sabbath is rooted in 
Christian mistrust and outright fear of pagan rituals.  Just as the Dance of Death was a perversion 
of the cosmic dance of the planets, the witches’ Sabbath was a corruption of Christian worship.  
One specific example of a “witches’ Sabbath” dance was the Walpurgis Night ritual from 
Germany.  Celebrated on April 30, this pagan ritual can be traced back to the time of 
Charlemagne.31  The celebration involved a procession to the highest of the Hartz Mountains in 
Germany to celebrate spring.  Its open-air worship and association with pagan gods made it a 
target for early Christians, who quickly assumed it involved witchcraft and other mortal sins.  
The witches’ Sabbath was the opposite of Christian worship: performed outside, participatory, 
and with dancing and revelry.  For musicians and composers, this idea of opposition between 
Christian and pagan rituals meant that the Walpurgis Night ritual and the witches’ Sabbath could 
be depicted through an inversion of musical norms.  This allowed composers to not only use 
specific musical techniques (tritones, the Dies Irae, etc.), but also a broader manipulation and 
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inversion of melodic ideas as well.  Thus the idea of Satan came to be evoked by a corruption of 
normalized musical ideas.   
 
Representation of the demonic has taken many forms throughout Christian history.  The 
images of the Devil as a schemer or an accuser are relevant to this study.  The demonic is seen as 
the opposite of the religious.  It both torments and tempts humans in order to lead them away 
from a godly life.  This image of the demonic translates to musical terms in a number of ways.  
The Dance of Death as a direct contrast to the dance of the stars is one example of this.  The 
tritone is a common interval used to denote the demonic.  Other techniques used by specific 
composers take advantage of the broader idea of perversion of melodic ideas.  It is this specific 
technique of manipulation of musical ideas, unique to each musical work studied in this paper, 
which helps us examine the piccolo’s role in demonic representations in nineteenth-century 
orchestral music. 
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CHAPTER 2: BERLIOZ’S SYMPHONIE FANTASTIQUE 
The first piece to be examined in terms of how the piccolo represents the demonic is 
Berlioz’s Symphonie Fantastique.  A young Hector Berlioz was undoubtedly influenced by other 
art forms when he originally conceived this first major orchestral work.  The work, premiered 
late in 1830, contains one of the most famous depictions of the satanic in its fifth movement, the 
Songe d’une nuit du Sabbat.  Berlioz’s piccolo uses parody and ornamentation to embody a 
sinister yet playful take on the demonic.   
 
In the years immediately prior to his composition of Symphonie Fantastique, Berlioz had 
moved to Paris and begun to study music composition.  The Symphonie Fantastique comes early 
in Berlioz's career and was his first major orchestral work to be performed and published.  At the 
time of the work’s composition, Berlioz was keenly interested in opera, and indeed, operatic 
composition was a way of both gaining prestige and making money in Paris in the 1830s.  
However, his early attempts at operatic writing were unsuccessful,32 so he turned to symphonic 
writing as a "temporary substitute."33  Berlioz's compositional style, it seems, was not compatible 
with the general opinion of the Parisian public opera audiences.  However, this operatic bent in 
his life found its way into Symphonie Fantastique through its highly programmatic structure. 
Berlioz was deeply affected by three events in his life which had occurred just prior to 
1830.  First, he saw the actress Harriet Smithson in Shakespearean plays for the first time.  
Second, he had read Goethe's Faust.  And third, he had heard Beethoven's symphonies for the 
first time.34  Berlioz was deeply affected by his initial introduction to Smithson, and referred to 
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her as "Ophelia" and "Juliet."  More importantly, Goethe's Faust so affected Berlioz that he 
already was thinking of a symphony based on its themes when he began to write the Symphonie 
Fantastique.35  This preoccupation with the Faust story primed Berlioz for a fantastic symphony 
that develops from the protagonist’s initial infatuation with his beloved into an opium-induced 
hallucination of a final meeting with a group of witches in the last movement.  "Some of the 
ideas in the last movement may well have been originally conceived for the Faust symphony 
Berlioz was contemplating in 1829."36  While it is difficult to identify what, if any thematic 
material came from this unfinished Faust symphony, the plot of both Goethe’s Faust and 
Symphonie Fantastique have some similarities.  Faust’s infatuation with and pursuit of Gretchen 
(the innocent girl who is wooed by Faust and ultimately dies) is paralleled by the events of the 
first three movements of Symphonie Fantastique.  The analogy continues with Berlioz’s fifth 
movement hallucination, which closely follows the plot of Faust’s vision of Gretchen during the 
Walpurgis Night scene.  While Symphonie Fantastique does not include the same fundamental 
deal with the Devil as Faust, there are enough similarities in the action of both plots to warrant 
comparison.  Based on this piece's musical similarities to the early version of a Faust symphony, 
as well as his recent discovery of Goethe’s text, this symphony is intimately connected to 
Goethe's story and its depictions of the main characters. 
A final event that may have affected the young composer was the July Revolution in 
Paris in the summer of 1830.37  This event culminated in three days of riots in the streets outside 
Berlioz's home.  It occurred during the time he was composing the symphony, and would have 
brought to mind associations with the French Revolution of 1789.  While not as drawn out as the 
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1789 revolution and not nearly as bloody, this event in 1830 still involved violent clashes 
between the government and the people.  Against this backdrop, it is no wonder that Berlioz 
included a scene of the guillotine in Symphonie Fantastique, even though the 1830 revolution did 
not feature beheadings—he had just witnessed his own generation's version of the revolution.  
The guillotine, a potent symbol of the 1789 revolution, figures prominently in the fourth 
movement of the symphony, and serves as a vital plot point to drive the drama into the fifth 
movement witches’ dance.  
Berlioz chose to title his work Episode de la Vie d'un Artiste: Symphonie Fantastique.  
The reference to the "fantastic" is not random. A literary tradition of the "fantastique" was in 
fashion in Paris at the time of this symphony’s composition.  Having its roots just after the 
French Revolution in 1789, the fantastic literary genre is seen by scholars as a backlash against 
the literature of the Enlightenment.38  Like the more commonly known Gothic style, the fantastic 
is characterized by an oscillation between the merely unsettling and the supernatural.  
Nightmares and dreams are common in this genre, so the Symphonie Fantastique fits well into 
this literary genre with its opium-induced hallucination, murder and witches.  Indeed, there is 
even a particular story, Charles Nodier's "Smarra ou les démons de la nuit" (1821), which closely 
resembles the final two movements of this symphony.39 
 
Berlioz desperately wanted to enter into the operatic scene in Paris.  However, his early 
failures in this idiom precipitated his use of the symphony as a means of establishing himself.  
Symphonie Fantastique’s strong narrative structure and evocative orchestration reflect this 
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operatic style: "[a]ccording to the author's initial idea, the Symphonie Fantastique would be 
nothing more nor less than an opera without words."40  An opera without words poses a 
particular problem for a composer.  How does one convey plot and character when there is no 
stage and no actors?  For this, Berlioz needed to use musical devices to indicate both plot and 
characters, as these are absent in a symphonic setting.  His solution was to use both a single 
musical idea recurring throughout the work as well as specific orchestration techniques to 
convey both setting and action.  The idée fixe, a melodic fragment that recurs throughout the 
work, was meant to represent the beloved in musical form.  This is the primary dramatic device 
for the work and appears in all movements.  However, Berlioz’s instrumentation drives this 
further, identifying moods and characters in a more complex way than solely through the idée 
fixe.  Indeed, it is worth noting that the narrative form of this symphony, even with the idée fixe, 
presented difficulties in conveying plot and character, which Berlioz sought to solve through the 
careful use of timbre and orchestration.  It is this skill in orchestration that is most important in 
discussing his depiction of the demonic and how the piccolo fits into this.    
It is helpful to begin to understand Berlioz’s method of identifying characters through 
instrumentation by looking at how various iterations of the idée fixe are orchestrated.  Each 
presentation of the musical idea comes with different instrumentation, placing the beloved in 
varying scenes and moods.  Even within the first movement, the orchestration of this theme 
changes each time.  The idée fixe is first heard in the flute and violin line with very little 
accompaniment.  Then, after Rehearsal 11,41 the theme returns in flute, clarinet, and bassoon, 
later to be joined by the oboe.  Do each of these orchestrations represent different aspects of the 
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beloved?  Perhaps, however, these changes may also reflect the varying emotional states of the 
artist as he contemplates the beloved.  The first presentation of the idée fixe is the artist's initial 
vision of the beloved.  Each time the motive returns, it is performed by a slightly different group 
of instruments and accompanied by a different texture.  These different textures are indicative of 
the growing obsession of the artist.  Because the narrative is presented through the eyes of the 
artist, it is probable that each presentation of the idée fixe is more telling of the mental state of 
the artist than of the actual beloved herself.  The image of the beloved changes for the artist each 
time she appears, and she changes based on what is happening around the artist as well as on his 
emotional state.  That the idée fixe is presented in so many different instrumental contexts tells 
the listener more about the artist than the beloved.   Berlioz’s treatment of this one element 
therefore shows a deep connection between his orchestration and the narrative. 
   
In addition to his specific changes to the instrumentation of the idée fixe, Berlioz uses 
orchestration and instrumentation as a way to convey plot.  Some clues to why Berlioz chose to 
use specifically the flute and piccolo in the ways he did in the Symphonie Fantastique can be 
found in his published Grand traité d’instrumentation et d’orchestration modernes [Treatise on 
Instrumentation].42  Originally published in 1844, the Treatise on Instrumentation comes 
fourteen years after the symphony was first performed.  However, the opinions and references 
within this book are important to consider, as they represent Berlioz’s amalgamated ideas on the 
various uses of each instrument of the orchestra.  This book was the first guide of its kind, and it 
serves as an appropriate reference for how Berlioz viewed the instruments' capabilities and roles 
within the orchestra.   
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Berlioz describes in detail his views on the flute and piccolo, and specifically, his views 
on the recently developed Boehm flute.  At the time of the 1844 publication, the Boehm 
fingering system had just begun to be accepted by flute players.  This development factors 
greatly into Berlioz's orchestration guide.  He references the great advances in flute technique 
that came as a direct result of the new fingering system.  However, Boehm did not formalize his 
ideas on flute fingerings until after the first performance of the Symphonie Fantastique.  
Therefore, it is important to remember that some of Berlioz's statements specifically on the 
fingering system of the flute would not have been valid at the time that the Symphonie 
Fantastique was written.   
In addition, it is important to note that the piccolo did not incorporate the Boehm 
fingering system until much later, after the treatise was written, and much later than Symphonie 
Fantastique.43 Indeed, as Zartouhi Dombourian-Eby points out in her 1987 dissertation, some 
piccolo players refused to switch to the Boehm system well into the twentieth century.  It is 
unlikely, therefore, that Berlioz wrote any of the piccolo part of this symphony with the Boehm 
fingering system in mind.  His comments on the piccolo in the treatise as well were most likely 
in reference to an older style of piccolo.  While his commentary in the treatise does not 
conclusively identify either a Boehm or one-keyed piccolo, based on the dates of both works and 
the slow adoption of the Boehm system for the piccolo, it is likely that both the treatise and 
Symphonie Fantastique were written with the one-keyed piccolo in mind.   
Some of Berlioz's statements in his treatise, particularly on trills, are not valid when 
considering the publication date of the symphony, which is more than a decade before the 
Boehm flute was first introduced.  Berlioz stated that the number of practical trill fingerings on 
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the pre-Boehm flute was limited.44  Even according to Berlioz, some trill fingerings were not 
possible until the Boehm fingering system was formalized.  This reference in the treatise has 
significant ramifications for the famous piccolo and E-flat clarinet duet in the fifth movement of 
Symphonie Fantastique.  Berlioz’s familiarity with the flute (he played the flute himself) meant 
that he would have understood the limitations presented for trills on the one-keyed pre-Boehm 
flute.  Why, then, would he write a passage with a number of trills which would have been 
awkward at best on the instrument widely in use at the time?  While no writings have yet been 
found documenting Berlioz’s mindset regarding the trills specifically in this passage, his 
knowledge of the trill fingerings of the instrument may mean that some amount of awkwardness 
was composed into this passage.   
One unfortunate downside to Berlioz's description of the flute and piccolo in his treatise 
is that he generally describes the use of these instruments in terms of why any other instrument 
would not work for a particular passage or work, and less about why they do work.  He 
comments, for instance, that the Dance of the Blessed Spirits in Gluck's Orfeo could not have 
worked on the English horn, oboe, or clarinet, but his explanation as to why the flute does work 
in this context is simply that the flute has a "sad quality."45  This unfortunately does not give as 
much information about Berlioz's opinions of the flute as could be hoped.  For instance, we 
cannot know what specifically made the flute “sad” in his view.   
The description of the piccolo in his treatise reveals somewhat more of what Berlioz 
believed about the instrument: "For pieces of joyful character the second octave can be very 
appropriate at all dynamic levels.  The top notes are excellent, fortissimo, for effects of violence 
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or agony; for a storm, for example, or in a scene of ferocious satanic character."46  Berlioz thus 
describes the piccolo in explicitly programmatic terms. For him, the piccolo was not just an 
extension of the third octave of the flute, but rather as a distinct voice in and of itself. 
 
Berlioz's treatment of the flute differs drastically from his treatment of the piccolo in 
Symphonie Fantastique.  Because the demonic is often seen as a grotesque or parody of a 
preexisting melody, the relationship between the piccolo’s part and the flute’s is important to 
understanding how the piccolo represents the demonic in this piece.  The flute, in this work, 
serves as a melodic voice, but rarely exists as a solo line.  The piccolo, however, has a much 
more independent role as a programmatic element.  Berlioz scores this piece for two flutes, with 
the second flute doubling on piccolo.  In the first two movements, the second flute player begins 
on flute but switches to piccolo as the emotions intensify.  There is no piccolo part in either the 
third or fourth movement, but the entire fifth movement is played on piccolo by the second flute 
player. 
The flute tends to double either violins or other woodwinds.  As Hugh MacDonald 
suggests: 
Berlioz's skimpy treatment of the flute in his music is strange since it was the only 
orchestral instrument (apart from the percussion) that he had any skill or 
experience at playing.  The flute played a significant part in his earliest steps as a 
musician.  At the age of about twelve he found an old flageolet at the back of a 
drawer and soon persuaded his father to allow him to progress to the flute.47 
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Berlioz's skill on the flute would have made him keenly aware of the capabilities and shortfalls 
of the instrument.  It is interesting, therefore, that he rarely features the flute in the Symphonie 
Fantastique.   
Berlioz uses the flute as a supplement to the violins in the introduction of the idée fixe in 
the first movement, twelve measures after Rehearsal 5.  In this section, Berlioz writes a strict 
unison melody for both instruments.  The flute is not intended to be the main voice—it fuses 
with the violin sound.  This fits with Berlioz's views expressed in his orchestration guide, that the 
flute is well suited to unison lines with violins.48  The second movement contains the most 
prominent flute writing in this work.  The flute serves as both accompaniment as well as the 
melodic voice in the first presentation of the idée fixe in this movement.  In contrast, Berlioz 
states, "The flute is the most agile of wind instruments, equally at home in rapid passagework, 
whether diatonic or chromatic, legato or detached, in arpeggios, or even wide intervals."49  This 
suggests that Berlioz clearly had an idea of the flute’s abilities within the orchestra.  Why, then, 
does he so often use the flute to double the melody, rather than as a solo instrument in its own 
right?  He does use the flute’s nimbleness within the Symphonie Fantastique to particularly good 
effect in the second movement to contribute to the dancing feel of this section.  The flute follows 
closely the contour of the other woodwinds throughout the movement. The woodwind and string 
lines are interwoven, with one line picking up where the other leaves off.  In the transitional 
section before Rehearsal 26 where the idée fixe enters (Figure 1), this mix of woodwind and 
upper strings is particularly evident. 
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Figure 1:Symphonie Fantastique, II: Un Bal, 7 measures before Rehearsal 26, woodwinds and strings 
The agility of the flute mimics the agility of those dancers that the artist sees at the ball.   
Just prior to the idée fixe theme, the orchestra ends on a large E major cadence in the 
measure before Rehearsal 26.  The orchestra then shifts quickly to F major.  This shift is jarring, 
as it begins on an octave C throughout the string section.  There is no preparation for this change 
to the very distant key of F major.  It is in this F major section that the flute enters with the dance 
form of the idée fixe.  The entire movement up until this moment has been fairly consistently in 
the key of A Major.  Even the tonicization of E major in this section is not surprising.  The shift 
to F major, however, is completely unexpected.  Just as the appearance of the beloved is 
unexpected, Berlioz characterizes the idée fixe in this section in a completely new key area.   
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In both his theoretical treatment in the Treatise on Instrumentation and his practical 
treatment in Symphonie Fantastique, Berlioz treats the piccolo as related to, but separate from, 
the flute.  In the treatise, Berlioz discusses the piccolo as a separate instrument from the flute.  
He begins his section on "wind without reeds" with a discussion of the flute, then he devotes a 
second section to the piccolo (his third, shorter section is focused on the other members of the 
flute family).  In this discussion, the two instruments are considered as distinct, but related.  His 
treatment of both in the Symphonie Fantastique reflects this relationship.  In this piece, it is 
important for the performer to recognize the different roles the piccolo can take: soloist, flute 
choir member, or tutti orchestra member.  
The piccolo lines in the first two movements are not especially independent.  In general, 
the piccolo line follows and reinforces the flute material.  In the first movement, the piccolo 
enters at Rehearsal 17 only to reinforce the flute line at the octave, particularly as the dynamic 
increases.  The piccolo is marked at either forte or fortissimo throughout until the final measures 
of the movement.  This dynamic marking follows exactly the markings of the rest of the 
orchestra in the same passage.  In this way, the piccolo is an unobtrusive member of the tutti 
orchestra, rather than a distinct solo instrument.  This reflects the piccolo’s role as a part of the 
flute family, not its programmatic role in the work.  Similarly, in the second movement, the 
piccolo enters just before Rehearsal 32, reinforcing the original dance theme along with the flute 
and other woodwinds.  This reflects the piccolo’s role as the top voice of the flute family.  The 
piccoloist must lead the woodwinds, as the top voice.  The instrument is not a soloist, but leads 
the woodwind choir nonetheless.   
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Interestingly, however, the piccolo does not play the idée fixe by itself in the first two 
movements.  The only presentation of this theme in which the piccolo participates occurs near 
the end of the first movement as a member of the ensemble (Figure 2).   
 
Figure 2: Symphonie Fantastique I: Reveries - Passions, 1 measure before Rehearsal 17 
This is a brief recollection of the idée fixe, but the piccolo only serves to reinforce the flute, 
oboe, clarinet, and violas all on the same melodic line.  This fortissimo presentation does not rely 
on the piccolo for a characteristic sound.  Rather, the piccolo is included for volume and register.  
It doubles the flute at the octave, carrying the sound of the idée fixe above the rest of the 
orchestra.  The performance of the idée fixe in smaller groupings is reserved for the flute and 
other woodwinds.  It is as though Berlioz is deliberately excluding the piccolo, reserving its 
distinct voice for prominent use in the fifth movement.  The third and fourth movements have no 
piccolo part.   
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The final movement presents most vividly the piccolo in its role as a musical indication 
of the demonic.  It depicts the beloved as a participant in a witches’ round dance.  Drawing from 
the traditions of the Dance of Death and the representation of the demonic as an antagonist, it 
draws its melodic theme from a dramatically altered version of the original idée fixe, as we shall 
see.   
The fifth movement dance is in E-flat major.  It follows the exact rhythmic profile of the 
original flute waltz in the second movement.  As in the second movement, there is a sudden key 
change immediately before the entrance of the idée fixe.  However, in this case, the unprepared 
key change is from B-flat to E-flat—a much more closely related set of keys than the change 
from the second movement.  The introduction to this version of the idée fixe is significantly more 
comfortable, whereas the second movement flute version of this melody is very jarring.  This 
relates to the program of both movements.  In the second movement, the artist is surprised by the 
arrival of his beloved.  This changes his whole outlook on the evening.  It is only fitting, then, 
that the key change is sudden as she enters the scene, returning to the original key once she is 
gone.  By contrast, in the fifth movement, there is already a gathering of monsters and ghosts.  
The beloved's arrival and role as a participant in the midnight dance only contributes to the 
grotesque quality of the scene.  While it is still surprising to the artist, her entrance here is less 
surprising to him and, by extension, to the audience than her entrance at the ball.  There is still a 
key change, but the change goes toward a much more closely related key.  
 The piccolo and E-flat clarinet duet in this final movement (Figure 3) is vital to our 
understanding of how Berlioz chooses to depict the demonic.  The published program’s 
description of this section calls the idée fixe here "trivial and grotesque."50  The passage presents 
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a parody of the once stately and beautiful theme.  Whereas the second movement presented the 
idée fixe as a waltz, here Berlioz presents a boisterous 6/8 dance.  A dance at a witches' meeting 
obviously invokes images of the satanic.  This dance appears sprightly, similar to the dance of 
the second movement, but Berlioz uses trills and grace notes to distort the original melody to a 
point where the idée fixe is almost unrecognizable.  This upbeat but grotesque character of the 
melody is ideally suited to the piccolo and E-flat clarinet.  Both instruments are capable of both 
“joyful” and “satanic”51 qualities.  This dance is joyful, even in its off-kilter way.  There is an 
unsettling quality to the combination of the two highest pitched wind instruments in the 
orchestra.  The high tessitura gives this section an almost trivial quality.  Berlioz scores this 
section with no bass accompaniment, eliminating any grounding from a lower voice.  These two 
instruments dance together, but it is not a comfortable, stately dance as was experienced in 
earlier movements. 
This section uses one of the most important techniques for depiction of the demonic for 
this study: dissonance and transformation of melodic material.  While the piccolo and E-flat 
clarinet theme is based on the idée fixe, it is manipulated to the point of being almost 
unrecognizable.   
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Figure 3: Symphonie Fantastique Movement 5, Rehearsal 63 Piccolo and E-flat clarinet 
Berlioz uses both grace notes and short trills to achieve this.  He uses both diatonic and 
chromatic neighbors to create momentary dissonances.  He also uses the orchestration to signal 
the very drastic change in the narrative action.  The artist’s beloved has previously been depicted 
by the flute, clarinet, and oboe as an object of desire.  The use of the piccolo and E-flat clarinets 
signals a shift.  Both instruments are the top voice of their respective instrument families.  As 
such, both can either serve as a continuation of the upper octave of the instrument family, or as a 
distinct solo instrument.  However, their use with each other creates a new timbre which has not 
previously been presented.  By virtue of its high tessitura, the piccolo is also capable of creating 
a particular effect in this passage.  The half- and whole-step grace notes and trills occur so 
quickly that the dissonance can actually be felt in the ears of the listener.  It creates both an aural 
and physical profile of the beloved for the listener.  This effect cannot be achieved by an 
instrument at a lower pitch.  By shifting the orchestration here, Berlioz signals that this is a 
drastic change in how the artist sees his beloved.   
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The trills in the piccolo voice are problematic in terms of the historical piccolo for which 
this piece was originally composed.  Because of his skill as a flute player, Berlioz was keenly 
aware of the technical limitations of the flute and piccolo: "The number of practicable trills was 
rather limited on the old flute, but thanks to the keys fitted to the new flute major and minor trills 
are practicable over a great part of its chromatic range."52  In his treatise, Berlioz had only praise 
for the recently developed Boehm flute fingering system.  He includes a list of all the trills that 
were not possible even using the new system.  However, as stated earlier, it is likely that the 
piccolo instrument envisioned by Berlioz was this one-keyed instrument, with its many cross 
fingerings and difficult trills.53  In addition, the fingering system for this instrument was 
developed for Baroque music, and specifically with the intention of its use with just tuning.  This 
meant that any note which falls outside the D Major scale would have been naturally out of tune 
with other equal-tempered instruments.  While it is possible to alter the intonation of these notes 
through alternate fingerings or embouchure changes, the fast tempo of this section makes it 
problematic to accurately match the pitches of the E-flat clarinet.  Because of his knowledge of 
the flute and piccolo, the trills included in the idée fixe passage in the fifth movement could have 
been intended by Berlioz to be awkward for both the player and the listener.  The idée fixe is 
already obscured by the grace notes in both piccolo and clarinet.  It is likely that these written 
trills, developed with a more difficult fingering system for the flute, were meant to add to the 
discomfort of the audience.  It is therefore up to the modern performer to decide whether to 
emphasize this awkward quality.   
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When asked about this passage, Walfrid Kujala notes the difficulty in blending both 
intonation and timing of grace notes between the piccolo and clarinet: “The two players have an 
obligation to practice this passage thoroughly in private rehearsal for the sake of perfect 
togetherness. Berlioz probably wore a devilish grin on his face when he wrote that passage!”54 It 
is important for the piccolo player to not only work toward individual mastery of this passage, 
but also to closely collaborate with the clarinet player to ensure both parts blend seamlessly. In 
this way, it is possible to emphasize this unique timbre within the work.  This will in turn bring 
out the demonic quality of the section through its uniqueness.  
In addition, the trills can be problematic, even on a modern piccolo, due to their short 
duration and quick tempo.  It can be difficult for the player to begin the trills, activating fast-
twitch muscles in the fingers and hands.  Therefore, in practice, the player must make a decision 
early on in their practice as to how many alternations to use for all trills.  In practice, five 
alternations distinguishes the trills well from the grace-note figures.  This prevents the figure 
from becoming more of a turn.  It is also important to avoid tension, especially in the left hand, 
when executing these trills.  Tension in the hands can make it difficult to begin each trill figure.   
One final puzzling aspect of this movement is the octave glissando written for the flute 
and piccolo four measures after Rehearsal 60 and at Rehearsal 62.  Hugh Macdonald points out 
in his commentary on Berlioz's treatise that Berlioz never explains the reason for the ambiguous 
glissando in both the flute and piccolo parts, nor does he give a hint as to what technique the 
players should employ to achieve this effect.55  Even with the pre-Boehm system flutes, there 
was never a way to perform a true glissando over that range of the instrument.   
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Berlioz's programmatic treatment of the piccolo in the final movement of his symphony, 
while creative in its execution, has a model in the symphonies of Beethoven.  As Temperley 
states: "It is true, and has often been pointed out, that the Symphonie Fantastique does not depart 
very far from traditional symphonic form: only a step or two farther than Beethoven's ninth, for 
example."56  This reference to Beethoven's Ninth Symphony is interesting for this study.  
Beethoven was the first mainstream orchestral composer to introduce the piccolo into a major 
work, in the last movement of his Fifth Symphony.  Berlioz had been recently introduced to 
Beethoven's symphonies, so they would have been fresh in his mind as compositional models.  
Beethoven incorporates a Turkish march with a prominent piccolo solo in the final movement of 
the Ninth Symphony.  He also uses the piccolo programmatically in this context to portray a 
specific melodic mood: by playing on its extra-musical associations with the military and with 
war.  The 6/8 march in the last movement of Ninth Symphony is not far from the 6/8 grotesque 
of the idée fixe that Berlioz uses in his own final movement of Symphonie Fantastique.  Berlioz, 
too, uses the piccolo for its extra-musical associations.  However, the association here is not with 
war, but with the shrieks of demonic characters.   
 
Berlioz's Symphonie Fantastique is a clear outgrowth of the symphonic tradition laid 
down by Beethoven at the end of his life.  Its use of a five-movement framework was a break 
from the traditional four-movement structure of the symphony.  His use of instrumentation 
serves to portray both specific plot elements and the general mood, while the program note that 
was intended to be distributed to audiences serves to fill in those gaps which cannot be expressed 
musically.  The flute and piccolo both hold important roles in this symphonic drama.  The flute is 
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used to reinforce the different combinations of voices which depict the idée fixe.  It adds color 
and uses its "sad quality" to the dark love story expressed in this work.  The piccolo, largely 
unimportant through the first four movements, comes to prominence in the fifth movement as a 
musical depiction of the demonic gathering at the witches' Sabbath.  The depiction of the 
demonic in this final movement is inextricably linked to the sonic and timbral qualities of the 
piccolo. 
At this juncture, it is important to return to the Faust story, as it ties both events of 
Berlioz's life as well as his knowledge of orchestration specifically to the Symphonie 
Fantastique.  This symphony has an intimate relationship to the Faust story.  As argued above, 
Berlioz's own comments about the Faust story and his recent exposure to Goethe's Faust are 
evidence that he was at least thinking of this story while composing this piece.  Goethe's Faust 
deals with temptation and the search for knowledge.  It even includes two witches’ Sabbath 
dances.  Prominent throughout Goethe’s work is Mephistopheles, the agent of the Devil.  Indeed, 
Berlioz sets this literary character in his later work, La Damnation de Faust (to be discussed in 
depth in the next chapter).  His orchestration of Mephistopheles in his later work draws on the 
image of Mephistopheles as a deceiver and bargainer.  Berlioz uses more than one piccolo voice 
in this piece, rather than the piccolo and E-flat clarinet duet he sets in the Symphonie fantastique.  
His own Treatise on Instrumentation advocates this combination: "The top notes [of the piccolo] 
are excellent, fortissimo, for effects of violence or agony' for a storm, for example, or in a scene 
of ferocious, satanic character."   In his treatise, Berlioz goes further to cite the piccolo duet from 
Der Freischütz, calling it "demonic sneering."  This citation includes both trills and grace 
notes—mirroring his own orchestration of the piccolo and E-flat clarinet in the fifth movement 
of the Symphonie Fantastique.  Der Freischütz also deals with temptation by the Devil, so it is 
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not surprising that Berlioz would make this connection.  Thus, the piccolo, for Berlioz, is a 
perfect musical depiction for the Devil or the demonic.  Whether Mephistopheles or the demonic 
image of the artist's beloved, this instrument equally fits with the image of the demonic.    
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CHAPTER 3: BERLIOZ’S DAMNATION DE FAUST 
 Berlioz’s other masterpiece which examines the character of the demonic is his La 
Damnation de Faust.  Written in 1845, much later in his career, it draws on musical themes 
originally conceived at the beginning of his life.  This work is considered a semi-staged opera.  It 
follows the broad plot of Goethe’s Faust, but alters a few aspects of the story.  Still centering 
around Mephistopheles’ pursuit of Faust’s soul, the main changes to the plot have to do with 
Gretchen.  While Faust still seduces her and causes her death, her presence in the story is less 
pronounced than in Goethe’s version.  Berlioz also changes the terms of Faust’s deal with 
Mephistopheles.  In Goethe’s version, Faust sets the terms: “Should ever I take ease upon a bed 
of leisure, / May that same moment mark my end!”57  However, Berlioz’s Faust makes no such 
bargain.  His soul is sacrificed in his mad rush to try to save Gretchen during the Ride to the 
Abyss scene, discussed later.  The opera is based loosely on some themes from his Op. 1: Huit 
scènes de Faust, written in 1828 and later withdrawn.  It also incorporates the Hungarian March, 
which was composed during his travels to Vienna and Budapest in 1845. 
During his travels through Europe and specifically Germany and Austria in 1842 and 
1843, Berlioz met a number of music critics as well as progressive musicians58 who were 
immensely helpful in his final edits to the Treatise on Instrumentation.  One interesting feature 
of this tour in 1843 was his visit to Leipzig. As it happened, his friend Felix Mendelssohn was 
there rehearsing Die erste Walpurgisnacht.59  Berlioz attended the performance on February 2.  
Berlioz’s tour presents some tantalizing clues as to how he was working on Faust. 
According to Holoman, a planned inclusion on a concert in February of 1844 helps us infer his 
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state of mind at the time: “Moreover, a ‘scene of Marguerite alone’ (that is, ‘Une amoureuse 
flamme,’ the seventh of Huit scènes de Faust, with soldiers’ chorus) shows almost indisputably 
that Berlioz’s imagination was now focused on Faust for the great new symphony we know him 
to have been pondering for some months [in 1843].”60   
The Treatise on Instrumentation was published in early 1844, after Berlioz returned from 
his visit to Paris.  During this period, Berlioz was experimenting with the saxophone and other 
instruments in that family recently invented by Adolf Sax.  According to Rushton, his inclusion 
of the recently designed instruments in his orchestration of Chant sacré as well as his 
contemplation of using the saxophone in Faust in the scene in Heaven show that he associated 
this instrument in some ways with sacred music.61  This point is important to keep in mind, as it 
shows that Berlioz had a history of associating specific instruments with specific programmatic 
concepts.  This association of a particular instrument with the spiritual realm also reinforces that 
Berlioz’s associations between the piccolo and the demonic in both Damnation de Faust and 
Symphonie Fantastique.   
 
While Berlioz’s Damnation de Faust does not necessarily follow the narrative structure 
of Goethe’s Faust, the development of the main characters is influenced heavily by Goethe’s 
original work: in particular, Berlioz’s characterization of Mephistopheles.  It is important to 
continue to reference Goethe’s work to see the basis of this construction.  Goethe describes 
Mephistopheles as “The spirit which eternally denies! / And justly so; for all that which is 
wrought / Deserves that it should come to naught; / Hence it were best if nothing were 
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engendered.”62  This description of Mephistopheles as an oppositional force in Goethe’s work is 
crucial to understanding the way he is portrayed in Berlioz’s musical work.  The music that 
represents Mephistopheles is not wholly original.  It is a corruption and mimicking of preexisting 
motives belonging to other characters in the work.  Thus, as we examine this work, it is 
important to understand how the original themes are transformed and mocked when they become 
Mephistopheles’ music. 
Berlioz was no stranger to characterizations of the demonic in symphonic music.  In 
addition to his own demonic depictions in Symphonie Fantastique, he had previously been called 
upon to prepare Weber’s Der Freischütz for performance at the Paris Opéra, adding the 
necessary sections and making necessary alterations to fit with performance at the Opéra.  In his 
writings about his additions to Der Freischütz, Berlioz alludes to his own treatment of Samiel:  
There is no need for me to inform Germans that, in the scene, so strange and bold, that 
takes place between Samiel and Gaspard, I abstained from giving Samiel anything to 
sing.  There was a formal intention in that; for Weber has allowed Gaspard to sing, but 
Samiel only to speak the few words of his reply.  Once only are the words of the devil 
rhythmised; each one of his syllables coinciding with a kettle-drum note.63   
 
Here, Berlioz’s own words show that he agreed with Weber in withholding song from Samiel.  
He was willing to use musical means (or indeed, a lack of music) to indicate a demonic 
character.  The music, or lack thereof, associated with the demonic is an important consideration 
in how Berlioz ultimately develops the character of Mephistopheles and Samiel in each 
respective work.   
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La Damnation de Faust is scored for two flutes and piccolo, with both flutes doubling at 
times on piccolo.  The piccoloist primarily plays piccolo, but there is one section in which the 
player doubles on the flute.  The piccolo part is not employed throughout the work; associated 
with both Mephistopheles and the spirits who serve him, it is used in specific sections where it 
adds its unique melodic timbre and symbolic connotations to help further the character 
development of both Mephistopheles and the spirits.  It is important to understand how Berlioz 
uses the piccolo primarily, and the flute to a lesser degree, throughout this work to understand his 
treatment of the demonic and the piccolo’s role in this specific programmatic element.  To this 
end, this chapter will examine briefly the uses of the piccolo in this work, not just the ones 
pertaining to the demonic.  
There is piccolo music written in all three flute parts at various points in the work.  For 
this study, the use of the piccolo refers to the instrument’s use in any of these parts, not just the 
part specifically labeled as piccolo. The piccolo in all three of the flute section parts occurs in the 
following Scenes:64 
● Scene 1: Plains of Hungary beginning 8 measures after Rehearsal 6 
● Scene 2: Peasants’ Dance from the outset 
● Scene 3: Hungarian March from the outset 
● Scene 5: Faust. Mephistopheles a single grace-note figure at the outset 
● Scene 6: Fugue on the theme of Brander’s Song a single grace-note figure at 
Rehearsal 44; Mephistopheles’ Song punctuations from the outset; Chorus of 
Gnomes and Sylphs at the outset, but does not appear during the dream sequence; 
Dance of the Sylphs beginning at Rehearsal 60 
● Scene 12: Evocation beginning 9 measures after Rehearsal 90; Menuet des Follets 
from the outset; Mephistopheles’ Serenade and Chorus of Will-o’-the-Wisps 
beginning at Rehearsal 105 
● Scene 18: The Ride to the Abyss beginning at Rehearsal 143 
● Scene 19: Pandemonium from the outset 
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The piccolo is present in all three scenes that comprise Part 1. 
The first scene, a pastorale, depicts Faust alone in the countryside.  This opening serves 
not only as the opening action for the work, but also as an overture to the entire piece.  As such, 
it contains many of the musical motives that will be developed later in the work.  The piccolo’s 
figure 10 measures after Rehearsal 6 (Figure 4) foreshadows the opening theme that will be 
developed in the next scene, The Peasants’ Dance (Figure 5).   
 
Figure 4: La Damnation de Faust Scene 1: Plains of Hungary 10 measures before Rehearsal 6, piccolo part 
 
 
Figure 5: La Damnation de Faust Scene 2, Measure 4 
This theme is paired with the oboe each of the five times it appears in the pastorale scene.  While 
the intervals are not an exact foreshadowing of the full theme of the next scene, the contour and 
rhythm of the line strongly suggest that these two themes are closely related.  The piccolo has no 
clear programmatic role yet in this section, as there are no obvious narrative elements besides the 
general mood of the movement.  It serves as an extension of the flute line. The high register of 
the piccolo also contrasts with the oboe and calls attention to its own line. 
The second scene is a rousing peasant song, alternating 6/8 and 2/4 meters, during which 
Faust interjects his commentary on the scene.  In this section, again, the piccolo closely follows 
the melodic line of the rest of the ensemble.  Indeed, the first entrance of the piccolo is in octaves 
with the flutes, oboes, and altos in the chorus.  Berlioz’s treatment of mode is notable in this 
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section, as the major or minor mode of the chorus does not always follow the tone of the text.  As 
the peasants sing of gaiety and laughter, Berlioz freely sets these words to both major and minor 
harmonies.  The disconnect between the rousing text and the minor mode hints at darker themes 
to come.  If the peasants’ obviously celebratory song cannot be fully major, can we as the 
audience understand any part of this piece as wholly light or dark?  The piccolo’s role in these 
passages is also noteworthy.  In measure 16 and the three later identical iterations, the piccolo 
has a prominent counter line to the alternating octaves in the altos (Figure 6).   
 
Figure 6: Damnation de Faust Scene 2: Peasants' Dance measures 16-18 
This set of rapidly alternating half steps (B to C), as well as the grace notes in the following 
measures, adds an element of dissonance to the section.  Because of the rapid alternation and 
changing of notes, the listener is aware more of a strong dissonance than of particular notes.  It is 
important to draw attention to this dissonance; it is a hallmark of Berlioz’s depictions of the 
demonic.  This is far from the only time Berlioz uses this type of dissonance to represent the 
demonic.  Indeed, it is prevalent in the fifth movement piccolo and E-flat clarinet duet in 
Symphonie Fantastique as a demonic variation of the idée fixe (see Figure 3).  Here, since it is 
near the beginning of the work, it has not yet acquired the demonic connotation.  However, this 
dissonance, along with the modal shifts hint at the misfortune to come.   
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Part 2 of the work contains much less writing for the piccolo, as the instrument appears in 
only two of the scenes in this section.  However, the passages in which it appears are much more 
programmatic, and are most important for this study.   
The first entrance, in Scene 5 (Figure 7), comes immediately after the Easter hymn that 
convinces Faust to abandon his plans of suicide.  It is interesting to note that the Easter hymn is 
the only section of the entire piece in which all three flute players perform on flute.  The piccolo 
player performs as the bottom voice of a flute trio, in stark contrast to the devilish piccolo trio 
that will appear in the third part of the work.  The three flutes act as the top voices of the 
woodwind choir as well as a parallel to the vocal choir.  It is as though the piccolo does not have 
a place in a hymn.  With its strong later association with Mephistopheles and his minions, it 
would be inappropriate for the piccolo to be part of this section.   
The piccolo part in Scene 5 is only present in the first measure of the scene.  However, its 
presence in this measure is an important introduction of its role and association with 
Mephistopheles.  Here we will examine the overall gesture as well as the piccolo’s role in this 
important figure.  The piccolo, flutes, trombone, cornet, and bassoon all announce the entrance 
of Mephistopheles with a short, forte entrance.  It is so short it cannot even be referred to as a 
fanfare.  While the flutes and piccolo have two grace notes and an eighth note, the other 
instruments have two sixteenths and an eighth note. 
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Figure 7: Damnation de Faust Scene V: Faust. Mephistopheles. 
This is Mephistopheles’ first entrance in Berlioz’s work, and it is important to note the 
instrumentation Berlioz chooses for this.  As Rushton notes, the entrances of Mephistopheles are 
met with the piccolo and trombone three times.65  Berlioz’s own Treatise on Instrumentation 
emphasizes the versatility of the trombone timbre: “The character of the timbre of the trombones 
varies with the degree of loudness.  In fortissimo it is menacing and terrifying….”66  This 
versatility allows the trombone to take on the melodic mood of the instruments with which it is 
paired to create the overall mood.  Combined with the piccolo and its “infernal character,”67 this 
effect creates an immediate demonic characterization of Mephistopheles before he even opens 
his mouth.  Berlioz combines the piccolo at the top of the range of the orchestra with the 
trombone at the bottom to create a unique sound profile to musically identify Mephistopheles.  
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This more than four octave range is not easily achieved by another combination other than that of 
the piccolo and the trombone.    
In addition to the distinctive instrumentation announcing Mephistopheles’ entrance, the 
key change is also striking.  Berlioz introduces Mephistopheles with the piccolo and trombone in 
the key of B Major, which, as William Grim points out, is a tritone away from Faust’s soliloquy 
in F just prior to the entrance.68  This use of the tritone is appropriate for this entrance because of 
its many associations with the demonic throughout Western music.  Berlioz has used stark 
tonality shifts before in Symphonie Fantastique, to emphasize the entrance of the beloved in both 
the second and fifth movements, with the flute and piccolo entrances, respectively.  In that work, 
the key change comes at the same time as a distinct change in the narrator’s mood.  It is fitting 
that in Faust, where Mephistopheles drives so much of the plot development, his entrance is also 
met by an unexpected tritone key change.   
The use of two different rhythmic figures simultaneously also helps to identify 
Mephistopheles.  The grace-note figure against the sixteenth-note figure is so rapid that it does 
not immediately register as two distinct rhythms.  Just as the rapid alternation of half steps in the 
peasant song created more of an aural impression than a distinct melodic line, here the two 
rhythms create an impression of chaos, more than a distinct heterophonic texture.  Thus the 
juxtaposition of grace notes against metered notes gives an overall sense of fluidity and chaos.  
The notes are not meant to line up musically.  This heterophony, combined with the key change, 
emphasizes the surprising nature of Mephistopheles’ entrance.  Mephistopheles seems to appear 
out of nowhere.  By using two different yet similar rhythmic figures, this surprising appearance 
is also identified musically.  The performer must take care to differentiate the start of the piccolo 
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figure from the rest of the ensemble.  Because of its overt association with Mephistopheles, this 
seemingly small figure takes on a greater importance which must be emphasized. 
While the entire scene features Mephistopheles, only the first measure includes the 
piccolo.  When an instrument is used in this sparse manner, it is important to consider why the 
composer includes it at all.  Would this section be as impactful without the piccolo’s three-note 
figure?  In this case, the shrill dissonance of the grace-note figure is an important element to the 
overall effect of the entrance.  Just as Beethoven uses the piccolo to depict lightning in the Sturm 
movement of his Sixth Symphony, so too does Berlioz use the piccolo as a sudden and 
unexpected element to the entrance of Mephistopheles.  The combination of the distinctive range 
of the piccolo voice with the techniques Berlioz employs to highlight the piccolo’s figure creates 
a memorable motive that can then be used throughout the rest of the work to easily identify 
Mephistopheles with as few as three notes. 
 
Figure 8: Damnation de Faust Scene 12 Rehearsal 91 piccolos 
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Scene 12 (Figure 8) includes the music most famous for its depiction of the demonic 
spirits.  It is also well known as an excerpt for orchestra piccolo auditions.  In this section, 
Berlioz uses the trio of piccolos as an analogue for the spirits themselves.  They appear when 
Mephistopheles calls, and disappear when he sends them away.  This is the first and most 
prominent instance of a piccolo trio in the work.  The piccolo has appeared in previous instances, 
but as a part of a texture including the two flute voices.  Here, all three players must double on 
the piccolo.  The second flute will switch back to the flute in the end of the scene. 
The trio of piccolos appears only after Mephistopheles summons the fire spirits: “Esprits 
de flames inconstantes, Accourez!” [“Spirits of inconstant flames, Come!”]  This call initiates a 
dramatic flourish of all three piccolos playing the part of the spirits of fire.  This section shows 
an intimate pairing of the piccolos with the spirit world.  Here, as soon as Mephistopheles calls, 
and even before his phrase ends, the three piccolos answer, beginning a short conversation 
between the voice and piccolo trio.  The three piccolos respond to Mephistopheles as though 
responding in words.  Mephistopheles calls again, and the piccolo trio again answers.  This call 
and response ends with an extended passage of piccolos in tight harmony.  They act in tandem as 
a single unit, not as three distinct voices.  The texture of the three piccolos here requires the same 
level of collaboration as the piccolo and E-flat clarinet duet in Symphonie Fantastique.  In the 
same way, this section derives its demonic flavor from the unusual instrumentation, so it is 
important to carefully match the three piccolo voices to each other.  The performers must take 
care in matching not only pitch among the three piccolos, but also articulation style.  A light 
articulation would be appropriate in this section, reflecting the light, flitting nature of the spirits.  
While, when paired with the trombones, the single piccolo entrance is associated with the 
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entrance of Mephistopheles himself, here the trio of piccolos acts as a unit as the various spirits 
who serve Mephistopheles.  The homogenous texture of three piccolos performing in parallel 
motion gives an impression of multiple characters—here the multiple spirits—working in 
tandem.  Their high register and fast notes imply flight.  In contrast, the earlier pairing of the 
piccolo with the low register of the trombone to announce Mephistopheles’ entrance gives a 
sense of more grounded activity.   This is perfect for the demon who is firmly rooted in Faust’s 
world.  The piccolo’s versatility is showcased in these two passages, giving the instrument 
multiple demonic roles in the piece. 
This entrance continues as an interlude after Rehearsal 91 (Figures 8 and 9).  Here, the 
piccolos perform in parallel motion, primarily in triads.  Their first figure, for instance, consists 
of a descending scale beginning on an F Major triad (Figure 8); the movement is scored for the 
piccolo trio, oboes, clarinets, and strings.  The strings employ pizzicato figures while the 
piccolos and woodwinds have rapid, staccato tongued material.  This gives the entire section a 
light, bouncy feel, perfect for the dance of fire spirits.  It also continues the strong sense of flight, 
for these spirits of the air.  The piccolos are by far the predominant timbre throughout.  While the 
other woodwinds and strings punctuate the texture with brief, individual notes, it is the trio of 
piccolos that carries the texture.   
The figures consist of grace notes, descending scales, arpeggios (Figure 9), and 
alternating small intervals. 
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Figure 9: Damnation de Faust Scene XII: Evocation Rehearsal 92 
This lends a frantic, unsettled feeling to the section.  As this work is traditionally unstaged or 
semistaged, this is the only indication of action the audience will have here.  The figures of the 
piccolo trio do not necessarily outline any distinct melodic material.  Based primarily on scales 
and rapid alternating half- and whole-step figures, these depict activity, not necessarily any 
particular melodic direction.  This is important because, at this point in the vocal lines, 
Mephistopheles has not yet given the spirits their instructions.  It is as though the spirits, as 
portrayed by the piccolos and other woodwinds are anxiously waiting for instruction, moving 
and flying, but without direction.  They must wait until their master gives them their instructions 
before their actions, and the musical line itself, have a definite direction.  Their motion will 
become more directed as they transition into the Menuet des Follets (Menuet of the Will-o-the-
Wisps). 
In Goethe’s Faust, he describes the Will-o-the-Wisps during the Walpurgis Night scene: 
“Our usual path is zigzag and astray.”69  These creatures are also spirits allied with 
Mephistopheles, and are an appropriate stand-in for the fire spirits in this scene for Berlioz.  A 
zigzag path is an appropriate visual analogue to the rapid half and whole note alternations, 
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bordering on trills that exist in this section.  This important description of the spirits will 
continue as this dance moves into Mephistopheles’ serenade to Gretchen later in the work.   
The Menuet des Follets is a key scene casting the piccolos in the role of the demonic, and 
depicts the spirits after they have been commanded by Mephistopheles.  This section is well 
known to piccolo players, as it is a regular inclusion on symphony orchestra audition lists for 
piccolo.  A stately contrast to the frenetic activity of the previous section, this section takes its 
cue from the minuets of previous centuries.  Because of this almost classical style, the performer 
must carefully observe the rhythm, being sure to make a clear distinction between the straight 
sixteenth-note and dotted figures.  It is even appropriate to put a slight emphasis on the first note 
of each of the straight sixteenth-note figures.  By adding a small amount of weight to the 
airstream, the performer can bring out the section’s roots in classical dance.  The accents in both 
piccolo parts should be interpreted more in terms of weight, not a change in articulation.  It is 
helpful to think of each measure of the passage leading to the first beat of the next.  This imparts 
a lightness and dancelike quality as well.  According to Kujala, “the music itself doesn't seem to 
be all that diabolical. Nevertheless there is an unmistakable ‘wisp’ of devilishness in it.”70  The 
demonic flavor comes from the instrumentation, not necessarily the notes themselves.  One 
element that adds to this “devilishness” is the staccato section.  On the modern piccolo, it is 
difficult to play these with lightness without cracking the notes.  The articulation here should 
originate with the airstream, not the tongue.  By allowing the airstream to direct the articulation, 
the notes retain a light and bouncing quality, while still reliably speaking in the correct octave.  
The emphasis on airstream also allows the performer to more accurately achieve the longer 
crescendos with the same type of control as the piano passages.  At this point, the third piccolo 
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changes back to second flute, making the instrumentation 2 piccolos and 1 flute for this 
movement. 
The piccolo/flute trio is combined in octaves with the two oboes (Figure 10). The 
ensemble moves in thirds throughout the first and second phrases. 
 
 
Figure 10: Damnation de Faust Scene XII: Menuet des Follets 
This pattern only briefly varies in the fifth and sixth measure of this section. The closely spaced 
chords of the piccolos, flute, and oboes gives this material a homogenous timbre and a sort of 
innocence in its simplicity.  Similar to their trio earlier in Scene 12, these thirds become an aural 
representation of the spirits Mephistopheles leads.  Here, however, the piccolos and flute have a 
definite melodic line, as opposed to the frenzied activity of the previous movement.  The first 
four measures outline a D Major and b minor triad, respectively.  The second half of this 
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thematic sentence continues from A Major to cycle back to a repetition in D Minor.  This 
classical formation of the theme is balanced, and its clear melodic direction reflects the fact that 
Mephistopheles has given his orders.  This melody is the fulfilment of Mephistopheles’ 
directions. 
Whereas Mephistopheles initially conjures up the “fiddlers of Hell” before the dance 
section immediately prior to this serenade, he begins his deception of Gretchen with the piccolos, 
not the violins.  This reference brings to mind the strong association between the Devil, and even 
Death itself, with the violin.  However, it is the piccolos that take on primary melodic line.  
Berlioz makes the choice to reference the programmatic association between the violin and the 
demonic, but to immediately deny that association and replace it with the piccolo.  The piccolos 
serve as a replacement for the fiddlers Mephistopheles calls.  It is only after the piccolos have 
completed their melody that the “fiddlers” enter.  While Berlioz never explicitly mentioned why 
he chose the piccolos over the violins in this section, the early association between the pipe and 
the figure of Death at the center of the Dance of Death may play a role.  Both pipe and violin 
have historical associations with the demonic, which may have influenced Berlioz’s decision to 
include the piccolos before the entrance of the violin. 
The simplicity of the woodwinds is further emphasized by the harmony in the brasses, 
outlining triads in a very basic rhythmic structure.  The contrived innocence is a hallmark of the 
depiction of these spirits.  As agents of the Devil, they reflect his deceptive nature.  Here, they 
present a simple, innocent façade in order to further Mephistopheles’ plan.  By emphasizing a 
simple melodic mood, they set up a sharp contrast that will come at the moment when they enter 
the presto e leggiero.   
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The second part of this scene is a fast duple-meter song featuring the piccolos, flute, and 
oboes (Figure 11).  After the first statement of the melodic line, the piece moves back to the 
beginning’s gentle triple-meter material.  The theme’s new duple meter continues to suggest a 
dance-like character throughout, though a much livelier version than before.  However, the 
suggestion of movement fits with the earlier presentation of the fire spirits at the beginning of 
Scene 12.  In this section, though, the seemingly directionless movement suggested by the 
melodic line at the beginning of the scene is replaced with a clear melody.  Berlioz takes 
advantage of his previous equation of the piccolo with the spirits serving Mephistopheles; here 
he uses this previous association to highlight multiple aspects of the spirits.  At times both stately 
and boisterous, the piccolo is able to convey the changeable nature of these characters. 
It is important here to discuss the relationship of this fast duple section with the 
succeeding scene featuring Mephistopheles’ serenade to Gretchen.  In the next scene, 
Mephistopheles sings to Gretchen a warning that Faust may not be true to her.  In Goethe’s 
Faust, it is Faust, not Gretchen, to whom Mephistopheles addresses his serenade.  In Goethe’s 
version, he is assisted in his serenade by the forces of the spirits whom he has summoned: “What 
songs the delicate spirits sing you, / The pleasing pictures they will bring you, / They are no idle 
magic game.”71  The ensuing song by the spirits conjures up a vision of paradise that only exists 
until Faust falls asleep.  Mephistopheles only reveals at the end once Faust is asleep his true 
deception: “In welters of sweet fancy make him revel, / Plunge him into an ocean of deceit” 
While the exact nature of this serenade is not clear in its initial presentation, Berlioz uses 
the melodic material to hint at Mephistopheles’ true intent.  Berlioz uses the melodic material of 
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the duple theme from the Will-O-the-Wisps’ dance to create Mephistopheles’ own song to 
Gretchen.   Here is the piccolo part for the Menuet des Follets: 
 
Figure 11: Damnation de Faust Scene XII: Menuet des Follets Rehearsal P 
And here is the beginning of Mephistopheles’ serenade to Gretchen (taken from the vocal score): 
 
Figure 12: Damnation de Faust Scene XII: Mephistopheles’ Serenade 
The melody of Mephistopheles’ serenade contains the exact contour and pitch structure of the 
original piccolo melody beginning at the presto e leggiero.  It is here, after the end of the piccolo 
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trio in the previous movement that it becomes clear that this melody is as deceptive as 
Mephistopheles himself.  To bring out this deceptive quality, the performer must make a clear 
distinction from the earlier minuet style.  By playing in a more aggressive manner, the player 
will also set up a dichotomy with Mephistopheles’ later serenade to Gretchen.  This section can 
support a more aggressive articulation style than the previous menuet section.  However, the 
performer must not allow the articulation to become too heavy, since the piccolo is still playing 
the part of the Will-o-the-Wisps.  There should always be a sense of flight, albeit in a style that 
has much more direction than previously.  Just as in the menuet, the airstream must supersede the 
tongue in the articulation.  The performer may use a slightly harder tonguing style on the quarter 
and dotted-quarter notes, but this should not overpower the rest of the passage.   
The Will-o-the-Wisps were believed to be creatures who resided in swamps which 
carried lights to lead travelers astray to their deaths.  In Goethe’s Faust, the creatures are allied to 
Mephistopheles, and he describes their usual movements as “zigzag and astray.”72  Their reason 
for existence is to lead others from their original path, making it telling that Mephistopheles’ 
melodic material comes from the original piccolo melody.  It becomes clear that his serenade, 
though on the surface a warning, is an attempt to lead Gretchen from her current path.  The 
warning not to trust Faust is presented in such a way as to entice Gretchen to deliberately do the 
opposite of Mephistopheles’ suggestion.   
The technique of manipulating an earlier melodic idea here musically depicts 
Mephistopheles’ deception.  The vocal line has already been presented in the earlier piccolo duet.  
By manipulating it from duple to triple meter, as well as from the highest voice in the orchestra 
to Mephistopheles’ baritone voice, one of the lowest in the vocal range, Mephistopheles presents 
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his melody in a way that may make the listener question his sincerity.  Mephistopheles also 
skews the rhythmic contour of the melody from a strong emphasis on downbeats in the first 
version to a light upbeat emphasis here.  It is doubly significant that Mephistopheles uses this 
melodic material, because the original melody is presented during the Dance of the Will-o-the-
Wisps.  The Will-o-the-Wisps are by nature deceptive creatures, so his use of this melodic 
material indicates Mephistopheles’ own attempt to deceive Gretchen. 
 
After this important scene, the piccolo does not reappear in the orchestration until Scene 
18: The Ride to the Abyss.  The Ride to the Abyss and Pandemonium movements constitute the 
final instance of piccolo writing.  Fittingly, the first entrance of the piccolo is in imitation of 
birds.  Scored for two piccolos and flute, Rehearsal 143 is the sound of the “night birds” Faust 
hears during his and Mephistopheles’ frantic ride.  A simple but quick two-note figure is the 
aural representation of the flapping wings that Faust hears and feels.  Faust believes he is riding 
to save Gretchen from the executioner, but Mephistopheles’ spirits are following to ensure 
Faust’s ultimate damnation.  This use of the piccolo to invoke bird-like imagery draws from a 
long-standing tradition of depicting birdsong in flute music.  While not specifically referenced as 
a programmatic effect for the piccolo in his Treatise on Instrumentation, Berlioz uses the flute’s 
association with birdsong and manipulates that association from one of a pastoral quality to one 
of fear and the supernatural. 
The cry of the piccolos comes as Mephistopheles claims his final victory.  Reminiscent of 
the demonstrative grace-note figure that first introduced Mephistopheles, this final four note 
figure signals the pandemonium that comes next.  The piercing quality of the piccolo is uniquely 
suited to this section.  The high register of the instrument can mimic both the shriek of the wind 
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and of the human voice.  Either association is appropriate to the overall chaos of this final ride of 
the two main characters.  
The Pandemonium movement includes the piccolo’s final appearance in the work.  Here, 
the piccolo’s role is as an addition to the chaos of the overall movement.  As has been seen 
earlier, the rapid alteration of half steps adds to the movement’s dissonance.  At Rehearsal 151, 
the piccolo and flute play alternating C and B triplets, clashing noticeably against the repeated C 
eighth notes of the oboes and violins.   
Another dissonance employed in this movement comes in the grace notes, such as the 
figure at the allegro after 151.  Here, the piccolo is the only voice that contains grace notes, 
while the other voices are heard on the downbeat.  By including this half-step figure in the top 
voice, Berlioz can emphasize the grace-note dissonance over the other voices.  The chaos is 
further emphasized by the repetition in the chorus of the names of various demons, including 
Mephisto, as well as nonsense syllables.   
 
The piccolo is conspicuously absent during the Scene in Heaven.  Its close association 
with the spirits in league with Mephistopheles means that, programmatically, they should not 
exist in Heaven.  After portraying such overt references to fire spirits, night birds, and 
Mephistopheles himself in previous movements of the work, it is no wonder the piccolo is not 
used here.  In this section, the piccolo player switches to the flute, creating a flute trio.  While in 
Goethe’s Faust, Faust is redeemed by Gretchen in Heaven, here, it is Gretchen who is glorified 
in Heaven.   
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The piccolo is used throughout La Damnation de Faust as a programmatic element in a 
variety of contexts, rather than simply as the uppermost voice of the orchestra.  From his first 
entrance into the narrative of this work, Mephistopheles and his spirits are intimately associated 
with the piccolo.  The equation of the piccolo with the various spirits at Mephistopheles’ 
command continues throughout the work, with its most spectacular presentation beginning with 
Scene 12.  The piccolo’s aural qualities, allowing it to be at times quiet and gentle, or loud and 
menacing, contribute to the overall characterization of both Mephistopheles and his spirits.  This 
demonic instrument’s ability to play the top notes in the orchestra allows it to stand out in a piece 
that is as much about Mephistopheles as it is about Faust.  Albright puts it well when he says, 
“La damnation de Faust is one continuous irony, full of false agreement between style and 
substance, full of self-conscious inauthenticities of musical discourse.  Indeed the work is about 
falseness….”73  In musically capturing the king of falseness, Berlioz uses techniques previously 
discussed.  In addition to the use of dissonance, rapid alternation of notes, trills, and grace notes, 
Berlioz manipulates both the modal and rhythmic structure of thematic materials to indicate the 
duplicity of both Mephistopheles and his spirits.  Mephistopheles is associated with the thematic 
material of other characters, rather than specific themes of his own.  Indeed, the only real motive 
associated with him is the two-beat flourish that announces his entrance in Scene 5.  His music is 
an alteration and manipulation of other thematic material.  This work’s length and deep 
association with the demonic allows a much more complex exploration of the techniques Berlioz 
first used in Symphonie Fantastique to vary and parody the idée fixe of the beloved.  As in 
Symphonie Fantastique, the piccolo is an important element in the representation of the demonic.  
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The piccolo is a leading voice in the portrayal of Mephistopheles and his spirits, and its melodic 
material is integral to the audience’s understanding of these demonic characters. 
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CHAPTER 4: MENDELSSOHN’S DIE ERSTE WALPURGISNACHT 
 Mendelssohn’s lesser known oratorio, Die erste Walpurgisnacht, deals with the demonic 
in a different manner from his contemporaries.  Based on a poem by Goethe, it follows the 
actions of a group of Druids hoping to practice their springtime rituals.  In the process, these 
Druids act out a pantomime of a demonic ritual.  Mendelssohn’s Die erste Walpurgisnacht is 
interesting in the context of this study because its depiction of the demonic is itself a parody of 
the demonic.   
  
It is no wonder that, as a leading composer of the nineteenth century, Felix Mendelssohn 
had a relationship with both Goethe’s work and the concept of the demonic.  From early in his 
life, Mendelssohn had a close relationship with Goethe through his teacher and Goethe’s close 
friend, Karl Friedrich Zelter. Mendelssohn and Goethe corresponded regularly.  Mendelssohn, 
like Goethe, considered himself a specifically German artist.74  His German identity was 
important to him, though his treatment of the piccolo in this piece has parallels in the 
compositions of his non-German contemporaries, Berlioz and Liszt, as will be discussed later.   
The original poem Die erste Walpurgisnacht was written by Goethe in 1799, and deals 
with the relationship between Christians and Druids in the mountainous regions of what is now 
central Germany.  The setting is the night of April 30, when the Druids hope to celebrate their 
springtime rituals in the mountains.  However, the occupying Christians have forbidden the 
practice of this Walpurgis Night ritual.  The Druids decide to celebrate after darkness, and as 
they discuss their plans, one of them suggests that they mimic the very demon worship the 
Christians fear.  By creating this scene, they frighten the watching Christians so that the Druids 
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can then practice their religious rites in peace.  The Christians fear the Druid belief system, and 
the poem explores the religious tension between the two groups.  It is these Christians’ 
expectations of the content of the rituals as well as the Druids’ manipulation of those 
expectations that form the basis of the poem.  The Christians expect the Druids to be worshiping 
spirits and demons, so the Druids give them “prong” and “fork” to put on a show and frighten the 
Christians away.  John Michael Cooper compares the poem in style to Faust but in scope to 
Erlkönig, and argues that Goethe intended the poem to be musical in some sense.75   Goethe was 
fascinated by the Walpurgis Night ritual, and his fascination manifests itself in other works as 
well.  Indeed, his Faust alone includes two Walpurgis Night’s Dream scenes. 
Mendelssohn was introduced to the original poem by Zelter.  Goethe himself had asked 
Zelter to consider setting the poem to music, but Zelter never was able to accomplish this.76  
Larry Todd points out that Mendelssohn did not leave an account of his own interpretation of 
Goethe’s ballad, leaving many to try to guess his take on the work.77  Because this paper deals 
with the musical result of Mendelssohn’s interpretation of the ballad, it is sufficient to take the 
action of the oratorio itself at face value in order to draw conclusions on Mendelssohn’s 
portrayal of the “demons.” 
 
Die erste Walpurgisnacht was premiered in 1832, but was later heavily revised into the 
present Op. 60 in 1844.78  Based on contemporary accounts, the premiere version was well 
received.  According to Thomas Gray, Mendelssohn’s Die erste Walpurgisnacht is almost an 
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“antioratorio” because of its emphasis on not only secular but pagan subject matter.79   
Mendelssohn is well known for his other oratorios, Elijah and St. Paul.  While these and indeed 
most oratorios are based on some sort of Christian text, Die erste Walpurgisnacht is unique 
within Mendelssohn’s output as it contains a non-Christian plot.  Die erste Walpurgisnacht is 
also unique in the context of Mendelssohn’s other oratorios because of his family’s relationship 
with Judaism and religion.  While Mendelssohn was Christian, his grandfather Moses had 
experienced persecution because of his Jewish faith.80  His family’s experience with religious 
persecution may have influenced Mendelssohn’s sympathetic treatment of the Druids’ desire to 
worship without outside interference.   
The 1844 version is set in nine movements with a two-part overture.  In this chapter, I 
will refer to the overture as its own movement, and Movements 1 through 9 starting at the end of 
the overture at the Allegro vivace non troppo (where the first Tenor Solo enters). 
 
During the early part of the composition process, Mendelssohn considered not including 
the piccolo: “I certainly am the only person who ever composed for the scene on the Brocken 
without employing a piccolo-flute….”81  The scene on the Brocken is the climax of the oratorio, 
in which the Druids act out their demonic dance.  Clearly, Mendelssohn was aware of the 
programmatic association between the piccolo and the demonic.  His comment here shows that a 
link between the demonic and the piccolo had already been established before he began to 
compose this piece.   
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Mendelssohn had experienced religious music in his European travels, and had developed 
strong ideas about this type of music by the time he composed Die erste Walpurgisnacht.  The 
oratorio does not include any formal liturgical music; however, its emphasis of material 
connected with religion makes it important to consider Mendelssohn’s general ideas about 
religious music.  Specifically informative to this study are Mendelssohn’s ideas about the music 
he heard as part of the Holy Week celebration in Rome.  In his letter to Zelter of June 16, 1831, 
Mendelssohn describes his experience there, writing about his expectations of religious music: 
Really, there are only two methods possible; either the Passion must be calmly 
laid before us as a narrative by the priest, as in the record of St. John, and in that 
case there is no need of any choir to strike in, ‘Crucifige eum,’ or of an alto to 
represent Pilate.  Or else, the Passion itself must be made present to me, so that I 
may feel myself a witness of it all.  The Pilate must sing as he may have spoken, 
the choir must shriek ‘Crucifige,’ and that in no ecclesiastical accents.  But then, 
in its inward truth and in virtue of the story it would make present to us, that 
music would be truly religious music.  Then I should need no ‘associations’ with 
the music, for the music would be no longer an ‘instrument to raise the mind to 
devotion,’ as these people conceive it, but it would be a language that spoke to 
me, and the meaning be expressed only by the words themselves, embodied only 
in them.82   
 
Mendelssohn describes the music that is associated with Holy Week in passionate terms.  He 
writes that the music “must” speak to the listener in a visceral way, or else it might as well be 
described calmly by a narrator.  His idea of the role of religious music is that it must move the 
listener, or else not exist at all.  His treatment of both the Christian and Druid attitudes toward 
spirituality in Die erste Walpurgisnacht must be viewed in the context of his views of sacred 
music in general.  Just as Mendelssohn had high expectations for what constitutes the music of a 
religious festival, so too do his Christians have certain expectations of the festivals of the Druids.  
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It is by fulfilling these expectations and superstitions that the Druids are able to celebrate in their 
own fashion.  
 
In Mendelssohn’s oratorio, the performance the Druids give to the Christians begins in 
the fifth movement.  This movement also contains the first entrance of the piccolo.  The piccolo 
voice occurs in this and the subsequent two movements as the Druids are attempting to frighten 
the Christians away in order to celebrate their true Walpurgis Night rituals.  Whereas in Berlioz’s 
works, the piccolo is used in a variety of contexts both demonic and non-demonic, here, 
Mendelssohn uses the piccolo only in the scenes depicting the demonic.  This spare use of the 
piccolo points strongly to its programmatic association with the underworld.   
The motives of Mendelssohn’s oratorio are extremely consistent throughout the work.  
While the important melodic elements are introduced in the Overture, we will begin this study in 
the fifth movement at the beginning of the demonic pantomime.  Of importance to this study is a 
different motive, best seen in the piccolo’s first entrance in the fifth movement (Figure 13).83 
 
Figure 13: Die erste Walpurgisnacht Movement 5, Measure 49 (piccolo part) 
While this motive is not as integral to the work as the some of the other figures presented in the 
work, it is still one of the unifying elements.  The piccolo motive is first introduced in the 
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overture in the violins, and is seen throughout the demonic portions of movements 5-8.  It is the 
development of this particular fragment that we will examine for this portion of the study. 
This piccolo motive is first seen in the fifth movement by the two flutes and clarinets in 
measure 38 (see Figure 17). At this point, the solo bass, a Druid guard, is calling the crowd to 
“Kommt mit Zacken und mit gabeln, und mit Glut und Klapperstöcken / lärmen wir bei nächtger 
Weile duch die engeln Felsenstrecken” [“Come with flappers, fire and clappers, hop with hop-
sticks, brooms and mop-sticks / thro’ the night-gloom lead and follow, in and out each rocky 
hollow”].  The guard is calling to his fellows to bring the implements and sounds expected and 
feared by the Christian soldiers in order to begin the farce of devil worship.  As stated above, this 
rhythmic idea is first seen in the overture of the work in the first and second violins, albeit with 
alterations to the first beat—the first presentation in the overture with a descending scale (Figure 
14), the next in the fifth movement with alternating half steps (Figure 13). 
 
Figure 14: Die erste Walpurgisnacht Overture, Rehearsal C, Violins I and II 
By calling on a previous musical idea, Mendelssohn draws a parallel between the fulfilled 
expectations of the Christians and the motivic development of this figure.   
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It will be helpful to analyze this first use of the sixteenth-note figure from the overture 
(Figure 14) in order to put the later piccolo entrance into the context of the work.  While 
pervasive throughout the overture, this figure’s first statement comes at the start of a 
development section of the overture.  The overture is an active, stormy movement, set in a triple 
meter.  The sixteenth-note motive comes after the horns have finished a statement of the main 
theme.  This is a sort of “clearing of the air” for the orchestra.   
Mendelssohn uses a homophonic texture in the non-violin parts to bring out this 
particular motive of a descending scale followed by eighth notes outlining an F# triad.  Indeed, 
beyond the violins, the only part with moving notes is given to the basses.  However, in the range 
written and with the number of other parts playing at the same time, it is difficult for the listener 
to discern the rhythmic motion in this low register.  The violins are the primary voice here.  The 
low register and cloudy texture from the bass section allows the fiery nature of the violin parts to 
be emphasized.  This fiery quality will later be exploited in the fifth movement as the Druids act 
out their pantomime. 
One method Mendelssohn uses in developing this particular fragment is through rhythmic 
displacement.  In examining the string parts in measures 173-178 of the overture,  
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Figure 15: Die erste Walpurgisnacht Overture, 8 measures before Rehearsal D 
Mendelssohn uses the separate voices of the first and second violins as well as the violas and 
cellos to build a set of running sixteenth notes (Figure 15).  While the melodic contour of this 
figure is far more angular than the opening sixteenth-note runs, it is clear that these two rhythmic 
figures are closely related.  It is useful to recognize this as we examine the fifth movement 
piccolo part.   
At measure 155, Mendelssohn gives the sixteenth-note figure to the cellos and basses 
(measure 5 of Figure 16).   
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Figure 16: Die Erste Walpurgisnacht Overture, measure 151 
By changing from the upper strings to the lower strings, he gives a rumbling quality to this 
section, similar to the thunder sounds in the Sturm movement of Beethoven’s Sixth Symphony.  
The chaos of this part of the movement is a perfect prelude to the transformation of this theme 
later in the work.  The register is in stark contrast to the later use of this figure by the piccolo in 
the top voice of the orchestra.   
The overture is not scored for voices.  The audience, therefore, must use the melodic 
material presented in this overture to draw conclusions about the thematic meaning of the 
movement.  For now, the programmatic meaning behind each of the motives introduced in the 
overture is unclear.   
 
The fifth and seventh movements are integral to the transformation of this motive and to 
our understanding of the piccolo’s role in depicting the demonic.  While the figures in the 
overture (Figure 14) are primarily descending lines, in the fifth movement Mendelssohn alters 
the first beat of sixteenth notes and, instead of a descending scale, Mendelssohn uses alternating 
half steps (Figure 13).  This rapid alternation of semitones introduces a strong element of 
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dissonance into the figure.  Similar to the trills employed by Berlioz in his Symphonie 
Fantastique and Damnation de Faust, these alternating sixteenth notes create a brief burst of 
dissonance.  Since the whole figure is based on material presented earlier in the work, the 
transformation signals a change in the programmatic role of this fragment.  The piccolo’s 
tessitura makes the transformation prominent within the full orchestral setting.   
Furthering this transformation, the piccolo’s fifth movement version has a triad at the tail 
of the measure that outlines not a major triad, but a dominant seventh arpeggio (see Figure 13 in 
the first measure of the piccolo part).  The use of this dominant seventh, I believe, is telling.  The 
dominant seventh chord includes a tritone within its intervals, which, in functional harmony must 
be resolved.  However, in this instance, it remains unresolved in the piccolo voice.  The presence 
of the demonic is evident, but not as blatantly obvious as Mendelssohn could have made it.  
Mendelssohn is pointing out through the transformation of the figure that the imitation of the 
demonic is present at this point in the narrative.   
The fifth movement, as mentioned above, is the start of the demonic pantomime of the 
Druids, in which they are called by their leader to “Kommt mit Zacken und mit Gabeln und mit 
Gluth und Klapperstöcken” [“Come with spikes and forks, fire and rattles”].  After the Druid 
leader sings his opening phrase completely, the choir of male Druids enters chanting the same 
message.  Then, after this statement, the second main motive of the sixteenth-note figure enters 
in the flutes then clarinets.  This accompanying figure, beginning at Rehearsal E, starts as a short 
fragment, expanding with each iteration (Figure 17).   
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Figure 17: Die erste Walpurgisnacht movement 5, Rehearsal E 
Whereas in the overture the opening beat was a descending sixteenth-note figure, this version 
contains alternating half steps.  At this quick tempo, the alternating half steps aurally become 
almost like a trill.  This short dissonance is a first hint at the demonic text-painting that 
Mendelssohn uses throughout this movement.  The figure is passed around the woodwinds, 
beginning at Rehearsal E (Figure 17), and building until the piccolo joins at measure 49 (see 
Figure 13).  At this point, the motive outlines a dominant seventh chord on G.  While this chord 
should lead to a C-major or c-minor tonality in functional harmony, the motive does not resolve.  
It repeats over and over, causing tension to build.   
While rhythmically closely related, the head of this figure is different from the 
descending scales of the overture.  This is a signal that the tone of both the text and the action 
have changed.  It is helpful to compare Mendelssohn’s compositional technique here with 
Berlioz’s to discover more about the way the text and musical setting convey the overall tone of 
this section.  Whereas Berlioz uses a disconnect between the text and musical setting to signal 
falseness and deception in the narrative of his Faust, the overture of Mendelssohn’s work has no 
text to convey such an image.  There is no hint that the music of the overture is anything but a 
straightforward representation of what the listener hears.  However, the introduction of text in the 
fifth movement indicates that this farce of “flappers, fire and clappers” is simply that: a 
pantomime.  The Druids are playing on the fears of the Christians in order to scare them away 
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from their true worship.  Thus the instrumental accompaniment also conveys the falseness that is 
expressed in the vocal lines.  The transformation of the two motives from the overture indicate 
that a change has occurred, both musically and narratively.  This is the signal that the musically 
straightforward overture is now as much of a parody of itself as the narrative action of the 
Druids.   
The piccolo part in this movement employs two important technical tropes to depict the 
demonic dance.  The rapid alternation of half steps at the head of the sixteenth-note motive at 
this tempo is, in practice, a metered trill.  The alternation of these two notes causes a profound 
dissonance, which, combined with the unresolved chord outlined in the tail of the motive, makes 
the whole part seem “off” to the listener (see Figure 13).  As has been noted earlier in Berlioz’s 
depictions of the demonic, trills are a hallmark of these types of programmatic scenes.  In 
addition, the only other music afforded to the piccolo part in this section is a set of isolated notes, 
each proceeded by a grace-note neighbor.  As the sixteenth-note melodic fragment is passed 
throughout the woodwinds, these sets of almost simultaneous half steps add another layer of 
dissonance, heightening the chaotic effect of the movement.  This creates an aural impression of 
how chaotic the scene portrayed in the ballad would have looked if staged. 
The performer should use a heavier style in this passage than in the previous Berlioz 
examples.  In this motive, an emphasis can be made on this first beat measured trill.  Since the 
subject matter here is more sinister than playful, the extra weight helps to impart a different type 
of demonic quality.  Whereas Berlioz’s demons are characterized by lightness and flight, 
Mendelssohn’s section, while depicting a farce, has a much more serious quality.  The characters 
of this section are acting out a pantomime in order to practice their sacred rites.  This adds an 
important layer of complexity to the demonic role of the piccolo in this section.   
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Movement 6 is the Druid choir’s response to the call to action from their leader.  The 
piccolo in this movement serves as the high shriek at the top of the orchestra.  In most cases it 
reinforces the flute, voice, and other high strings.  Whereas the fifth movement included only the 
male voices of the Druids, this movement includes all male and female vocal ranges.  In 
addition, the piccolo part differs from that of the fifth movement.  It has very little thematic 
material.  Its primary role is as an interjection to the melodic voices of the other instruments.  
However, as we have seen earlier, the lack of melodic material can be just as telling as the 
melodic material itself.  Rather than taking melodic material, the piccolo adds to the overall 
chaos of the movement.  Just as Weber did not give Samiel any sung parts in Der Freischütz, 
Mendelssohn also does not give the piccolo a melody of its own.  Its use of grace notes, trills, 
and short fragments signal the demonic show.  As this movement builds from the chaos of the 
previous movement, the piccolo serves to enhance the dramatic tension of the oratorio.   
An important gesture in the opening of this movement is the piccolo’s long trill two 
measures after Rehearsal G.  The piccolo is the highest voice here, and the only instrument 
playing this trill.  While the choir begins to chant about the various birds associated with the dark 
arts, the piccolo trills above the rest of the orchestra.  This is an interesting play on the usual use 
of the flute to programmatically portray the twittering of birds.  Here, however, the piccolo 
becomes a sinister harbinger of owls and ravens.  As the piccolo trills above, the first and second 
violins have running sixteenth notes.  At the speed of this movement, however, these individual 
notes become a blur, contributing more motion than melodic value.  As another layer of chaos, at 
the same point where the piccolo begins its trill, two measures after G, Mendelssohn specifies a 
meter change from 6/8 to 2/4 for only the winds.  The strings continue in 6/8.  The duple against 
triple feel is unsettling to the listener.   
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This pair of movements narratively consists of the preparation of the Druids for their 
great spectacle.  They are collecting materials and building excitement for the show to come.  
Just as Berlioz depicted his fire spirits preparing to do Mephistopheles’ work with the piccolo 
section playing scale fragments without any real melodic direction, here Mendelssohn uses the 
piccolo and flute to convey that the action has not yet begun.  The piccolo’s grace notes hold the 
action back until the Druids have finished their preparation.  By placing this material in the top 
voice of the woodwinds, Mendelssohn insures that the material will be heard, allowing the 
tension to build to the actual pantomime.   
 
Movement 7 is the spectacle performed by the Druids.  Written in duple meter instead of 
triple, it occurs without pause after the previous movement, showing that the action continues 
from the words of the crowd to the deed itself.  There is no vocal part for this movement.  The 
movement contains a recapitulation of the sixteenth-note motive presented in the Overture.  
Here, however, the motive is not passed from one instrument to another, but rather performed by 
the full orchestra.  Just as the Druids are no longer debating the idea of frightening the Christians 
away from their mountain among themselves, so too does the orchestra present a united melodic 
idea. 
It is interesting to note that Mendelssohn’s piccolo part in the seventh movement goes 
beyond the range of the modern piccolo (Figure 18).  The final note is a low C, which does not 
exist on the modern piccolo.  In this section, the piccolo is in harmony with the first and second 
flute parts, but the low note itself is not doubled on either of the flutes.   
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Figure 18: Die erste Walpurgisnacht No. 7 measures 15-18 
Boehm’s breakthrough flute would not be invented until 1847, so there are a number of likely 
candidates for the piccolo Mendelssohn would have envisioned in this work.  Any of the 
previous additions to the Baroque one-keyed piccolo could have been used.  While the larger 
flutes did make use of additional length to allow the player to play notes down to a low C, the 
piccolo only rarely had this feature. Even today, it is rare to see a piccolo that is made to play this 
pitch.  It is likely that the instrument Mendelssohn knew as the piccolo still had a similar range to 
the modern piccolo--to a low D.   
Modern performers have the luxury of playing an instrument whose timbre can be made 
to sound very similar to that of the C-flute.  This would enable the modern player to substitute a 
flute for the final measure of the part.  However, the first and second flutes are both playing at 
the same time, so it is not practical to substitute one of the flute players for the piccolo.  Nor is it 
feasible for the piccoloist to switch to flute for that final measure, given the short rest preceding 
this measure.  It is unclear, however, why Mendelssohn, who himself had dabbled in playing the 
flute, would have chosen to write this note, or what version of the instrument he envisioned for 
this part.   
 
Mendelssohn’s Die erste Walpurgisnacht is unique among the pieces considered in this 
paper as its portrayal of the demonic is itself a parody of the demonic.  The Christians have an 
expectation of meeting demons when the Druids practice their rites, so the Druids deliberately 
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fulfill this expectation in order to frighten the Christians and gain the freedom to actually 
practice their rituals.  The piccolo’s voice in this work comes only in the portions depicting the 
actual show of demonic force, from the Druid leader’s conception of the plan through the 
execution of it.  Mendelssohn uses may of the tropes previously associated with the demonic in 
his writing for the piccolo.  Trills and other rapid alterations of semitones are abundant in his 
piccolo part, as are grace notes.  Also important is his manipulation of previously presented 
melodic material.  While the piccolo does not play during a large portion of the oratorio, its 
existence as part of the portrayal of the demonic is an important exercise of one of its main 
programmatic roles. 
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CHAPTER 5: LISZT’S FAUST SYMPHONY 
Franz Liszt had a number of connections with the Faust story within his lifetime.  Liszt 
was introduced to Goethe’s Faust by Berlioz in 1830.  He engaged with Goethe’s works a 
number of times during his tenure as Kapellmeister in Weimar, including while he was 
organizing a festival to celebrate the 100th anniversary of Goethe’s birth.84  His connection with 
the Faust story goes deeper, however.  Both Liszt and Paganini were rumored by some to have 
made a Faustian bargain with the Devil, selling their souls to gain otherworldly musical skills.  
Liszt himself was seen as similar to Paganini in talent and virtuosity, and even at a young age, 
Liszt encouraged this characterization.85  In addition, Liszt wrote several pieces based on the 
Faust story, including his Mephisto Waltzes, but it was not until 1854 that he set about writing 
his symphony based on Goethe’s work.  However, as Eric Jensen points out, Liszt may have 
been considering a Faust work in 1850 which was never realized.86  His character study of 
Mephistopheles in the Faust Symphony features the piccolo prominently.  By both melodic 
manipulation and specific performance techniques, Liszt uses the piccolo to programmatically 
represent Mephistopheles in a similar fashion to both Berlioz and Mendelssohn, as the “spirit of 
negation”87 characterized in Goethe’s Faust.   
 
Written in only a few months in 1854, this work is indisputably programmatic.  However, 
it is important to remember that Liszt’s conception of program music was different from many of 
his contemporaries.88  His programmatic works do not necessarily have the same narrative 
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quality as Berlioz’s. They also lack the scenic quality of Mendelssohn’s programmatic pieces.  
Instead, they tend toward character studies, rather than exact depictions of the external.  This is 
true for the Faust Symphony.  Written in three movements, this work profiles the three main 
characters in the Faust story in separate movements: Faust, then Gretchen, and finally 
Mephistopheles.  The individual movements can, in some ways, be compared with the other 
symphonic poems for which Liszt is well known.  The final version of the work also includes a 
men’s choral postlude that was not performed in the version heard at the work’s premiere.  This 
finale presents a tenor solo and text drawn from Goethe’s Faust.  Other than this choral postlude, 
the piece contains no text.  The depiction of the three characters in each of the movements is 
done purely through musical means.   
As Humphrey Searle points out, the Faust Symphony is at its most basic a monothematic 
piece.89  The themes presented in the first movement appear in various guises throughout the 
work.  Much has been written about the extramusical qualities of these themes, particularly as 
they are presented in the first movement.  Other authors have examined the programmatic 
connotations of the Faust and Gretchen movements.  It is important, however, to point out that 
Mephistopheles does not have any melodic material that is unique to him.  As will be discussed 
later, Mephistopheles’ music is based on the original Faust themes presented in the first 
movement.  Just as other composers have given their demonic characters the music belonging to 
other characters, so too does Liszt choose to leave Mephistopheles without his own unique 
melodic material.  As the spirit of negation, he must always be given music that is based on 
something else.   
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The piccolo is used throughout the first and third movements of this work.  In this 
chapter, I will primarily focus on the final movement of the work.  Some discussion of the 
themes presented in the first two movements is necessary, but the melodic material that is 
relevant to this study can be found almost exclusively in the third movement.  The piccolo’s role 
in the Mephistopheles (third) movement is in keeping with its uses by other composers to depict 
the demonic.   
 
The first movement is devoted to the character of Faust.  The primary use of the piccolo 
here is as a reinforcement for the top flute line, or as the top line of a flute trio.  In this way, the 
piccolo acts more as a member of the flute section than as an orchestral soloist.  Its programmatic 
uses are limited in this movement.  Indeed, it takes more than 100 measures for the piccolo to 
have a rhythmically distinct part, and this is only a three-note figure. 
It is important to note the piccolo’s absence during the presentation of Faust’s heroic 
theme at Rehearsal O (Figure 19).  This observation will become more important in the third 
movement’s parody of this theme.  At Rehearsal O, the flute is used as a counter melody while 
the horns introduce the main theme, but the piccolo is absent until the very end of this section.  
Even in the development of this theme, the only presentation in the piccolo voice comes in an 
unsettled, minor-mode version five measures before Rehearsal Q.  The piccolo never plays an 
unaltered version of this heroic theme.   
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Figure 19: Faust Symphony Movement 1: Rehearsal O brass and woodwinds 
 
Liszt uses the piccolo in the Faust and Mephistopheles movements, as well as the choral 
finale.  However, for the second movement, which is a portrait of Gretchen, the piccolo player 
switches to third flute.  Liszt, like Berlioz in his own Faust work, does not include the piccolo in 
any musical depiction of Gretchen.  While neither composer appears to have written specifically 
about why they did not include this instrument in Gretchen’s music, it fits with their uses of the 
piccolo in association with the demonic.  It is as though Gretchen may be too good a person to 
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have for the instrument to have any associations with her.   The piccolo, now playing third flute, 
serves as the bottom line of a flute trio two measures after Rehearsal M.  In a triplet rhythm, this 
triadic harmony is reminiscent of orchestral harp writing.  This heavenly chord progression 
serves as a backdrop to the descending theme in the cellos and violins.  Indeed, the other 
woodwinds are sparsely orchestrated here, with only a few held notes interspersed throughout.  
The third flute then performs in unison with the other two flutes a recapitulation of the theme 
first presented by the horns at measure 111.  This theme is based on the theme in the Faust 
movement that begins with the same descending minor seventh.  Liszt writes this section for tutti 
flutes, oboes, harp, and violins, while also specifying either pianissimo or ppp dynamic for all of 
these voices.  This creates a tone color different from a solo instrument playing at a slightly 
louder dynamic.  
 
The Mephistopheles (third) movement is well known for its ridicule and parody of the 
themes presented during Faust’s movement.  The melodic material presented in this movement is 
thus twisted, altered, and manipulated into a parody of itself.  The piccolo participates in this 
parody as the highest voice of the orchestra.  It too does not have any new (unique) melodic 
material, but it plays a leading role in the orchestra’s manipulation of Faust’s themes.   
It is appropriate to point out that this depiction of Mephistopheles has a strong basis in 
the very first scene of Goethe’s Faust, where Mephistopheles is in Heaven with the Lord and the 
other angels: “Do you come always only to accuse? / Does nothing please you ever on the 
earth?”90  This statement presupposes activity on earth in the first place.  How can 
Mephistopheles accuse or be displeased about something if it does not exist in the first place?  
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Therefore, it is fitting that Mephistopheles depends on previously written material for his own 
themes.  This technique also fits with other composers who opt to set their demonic characters 
with unsung text, such as Weber in his Der Freischütz.  Withholding original melodic material 
from the demonic character is not a technique unique to this work by Liszt, nor is it unique 
among his contemporaries.  His use of themes associated with other characters to represent 
Mephistopheles is similar in this way to the demonic writing of his contemporaries. 
Liszt uses a number of previously discussed techniques to identify the demonic in this 
movement.  His use of grace notes is extensive throughout the beginning of the work.  Indeed, 
every note for both flutes and oboes in the first eleven measures is preceded by a half-step grace 
note.  This dissonance is a hallmark of depictions of the infernal in pieces of this time period.   
Liszt also changes meter frequently, alternating between both duple and triple meters.  
For example, he does this in a very subtle way at Rehearsal B,91 with the violins repeating a C# 
in triplets while the bassoons remain in 2/4 time (Figure 20).   
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Figure 20: Faust Symphony Movement 3 Rehearsal B bassoon and violins 
By creating this vertical rhythmic discrepancy, Liszt conjures a sense of uncertainty for his 
audience.  The note values of the winds and strings do not line up vertically, creating an 
unsettled effect.  This is the same technique Berlioz uses to introduce Mephistopheles in La 
Damnation de Faust, with the piccolo part playing grace notes and the trombones playing 
metered notes.  Also, Mendelssohn uses this technique in the sixth movement of Die erste 
Walpurgisnacht.  As with other techniques associated with demonic music (dissonance, trills, 
and grace notes), this lack of rhythmic cohesion among the voices serves to undermine the 
original thematic material.  This tension between duple and triple continues until he changes the 
written meter to 6/8 for the Allegro vivace section.   
Similarly, at Rehearsal C, Liszt begins to change the feel of the downbeat (Figure 21).  
The piccolo and flute parts lead this effect with a triplet figure that alternates between the two 
instruments.  Because the piccolo line starts with sixteenth-note triplets on an off-beat, the 
underlying metric structure feels like it has been displaced.  This is then compounded by the 
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eighth-note triplets in the low strings, entering on the second beat of the measure.  This effect 
continues to build until the arrival at Rehearsal D. 
 
 
Figure 21: Faust Symphony Movement 3 Rehearsal C 
Extensive chromaticism in all voices also contributes to the movement’s demonic mood.  
While not exclusive to portrayals of the demonic, chromaticism helps to break down the 
traditional tonal structures that had been established in previous movements.  Indeed, the 
introduction of the third movement is almost entirely made of chromatic runs in the low strings.  
Chromaticism is also prominent in the Allegro vivace theme at measure 66.  A perversion of 
Faust’s longing theme is first presented in the Faust movement, Rehearsal D in the violins.  Now, 
the theme is transformed from a duple meter to triple.  It is also fragmented from its original 
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continuous descending line.  The theme stops and starts.  By using the same violin voice, Liszt 
references the original theme and makes more prominent the alterations that Mephistopheles 
brings to the original.  This serves to build tension which will culminate with the piccolo’s 
material four measures before Rehearsal Y (see Figure 22 below). 
 
The piccolo participates in the perversion and mocking of the original Faust themes in a 
prominent way throughout this movement.  It uses both the isolated techniques mentioned 
before, as well as thematic means.  Throughout, the piccolo acts as a leading voice for the 
orchestra, soaring above the rest to emphasize the demonic mood of the orchestra material. 
The piccolo’s most obvious display of the demonic is at the Sempre allegro animato (four 
measures before Rehearsal Y) where Faust’s heroic theme from the first movement is 
manipulated into its demonic Doppelgänger.  He sets the melody in the woodwinds and strings, 
spaced over three octaves.  The piccolo, as the top voice, is most prominent.  Whereas the first 
statement of this material was primarily in the brass, with the strings supporting the line, here the 
piccolo leads the new version.  It is an interesting parody to change the melodic orchestration in 
this way.  Any woodwind-led melody will have a drastically different timbre to one primarily 
carried by the brass.  However, by using the piccolo, the brass’ volume and projection can be 
imitated while creating a different timbre.   
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Figure 22: Faust Symphony Movement 3, 4 measures before Rehearsal Y 
In this musical example, Liszt uses another technique evident in previous pieces 
examined in this paper to help identify this as a demonic parallel to that of the first movement: 
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upper neighbor notes.  The piccolo leads the rest of the woodwinds as well as the upper strings as 
they follow the melodic contour of the original theme.  Kujala notes: “At four bars before letter 
Y the piccolo begins a long passage of often diabolically angry 16th note triplets. How I wish 
that Liszt would have had the piccolo double the first violins in their virtuoso, diabolical 
sounding 16th note passage at letter Y (and a similar one later in the movement at rehearsal 
Dd).”92  Virtuosity here is key to the diabolical nature of the passage.  The piccolo performer 
must take a leadership role in the orchestra.  The fast pace of this passage must contrast with the 
stately heroic theme of the first movement, and it is up to the piccolo voice to lead this new 
version of the melody. 
Mephistopheles’ characterization both here and in the original Goethe source material 
demands that the material is obscured, so each of the notes of the original theme now is adorned 
with a triplet figure using neighbor tones.  Indeed, this section has a strong analogue in Berlioz’s 
Symphonie Fantastique and its fifth movement piccolo and E-flat clarinet duet. In both, the 
piccolo, along with other instruments, is used to pervert a motive with strong positive 
associations from previous movements.  Symphonie Fantastique’s idée fixe is transformed from 
an aural depiction of an idealized beloved to a grotesque demonic celebration.  Faust’s heroic 
theme showing Faust at his best is here transformed into Mephistopheles’ own triumph over 
Faust.   
It is interesting that Liszt allows the orchestra to use the diatonic upper neighbors, rather 
than chromatic neighbors here.  With the amount of chromaticism evident in earlier parts of this 
movement, it would seem appropriate for this theme to employ half steps in its ornamentation of 
the melody.  This would have been in line with the various techniques of Berlioz in Symphonie 
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Fantastique and Mendelssohn in Die erste Walpurgisnacht.  However, based on where the notes 
of the melody fall in the diatonic scale, each of the upper neighbors is a whole step, rather than a 
half step.  In fact, this whole section is noticeably diatonic, in contrast with the otherwise 
pervasive chromaticism.  While clearly a diabolical version of the original theme, it is almost 
triumphant in its presentation.  It is as though at this moment, Mephistopheles is celebrating his 
victory over Faust, mocking Faust with his own heroic melody.  Indeed, after the theme is 
presented and repeated, the movement moves back to chromaticism.  Liszt did not leave any 
written accounts to explain why he set this melodic material with diatonic neighbors. However, it 
seems to add an element of hope to the story.  While most of Mephistopheles’ music is 
dominated by chromaticism, this one heroic theme’s diatonicism resists being overcome by the 
surrounding material.  It is almost as if Liszt is pointing out that Faust is not entirely lost.  
Mephistopheles can mock Faust and his heroic music, but he cannot completely overtake it.   
 
In the original conclusion that Liszt provided for the work, the piccolo takes on a new 
role.  This section presents a relentless C Major triad, creating a sense of hope in what could be a 
very negative ending.  It begins after the final presentation of the Gretchen theme, unaltered, 
with the flute on a triplet arpeggio transitioning into an ethereal conclusion that represents the 
ultimate redemption of both Gretchen and Faust.   
While the piccolo part itself is exceedingly simple--a set of repeated C notes in the 
second octave of the instrument--the fact that it is included at all is telling.  As discussed earlier, 
the piccolo had not been present during the Gretchen movement, Liszt having chosen to use third 
flute instead of piccolo.  Here, however, Liszt uses the piccolo as the top voice of the orchestra, 
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rather than as an element of the demonic.  Faust’s redemption here also in some ways redeems 
the piccolo from its previous association only with the demonic.   
 
The piccolo’s role in the Faust Symphony as an element in the portrayal of the demonic 
is far more subtle than in the other pieces examined.  The piccolo does not act as a solo 
instrument in the same way that it does in other pieces.  However, its position as the uppermost 
voice of the orchestra allows it to more readily present demonic transformation of the themes 
than any other instrument.  Liszt uses Faust’s themes in the Mephistopheles movement as a 
starting point for development.  Using rhythmic alteration, meter changes, trills, neighbor notes, 
and other forms of chromaticism, Liszt transforms Faust’s music into a strange reflection of 
itself.  The piccolo leads this transformation as the highest-sounding member of the orchestra.   
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CHAPTER 6: CONCLUSIONS 
The four pieces discussed in this thesis contain a small sampling of piccolo music from 
the nineteenth-century orchestral literature which represent the demonic.  While each uses its 
own vocabulary of musical tropes and thematic ideas, all contain elements that can be used to 
understand the broader techniques associated with the piccolo’s role in this type of music.  From 
studying these pieces and composers, a number of significant similarities can be identified.   
Composers of the era were deeply affected by the literary and artistic environment of the 
early to mid-1800s. The three investigated herein specifically had a number of shared interests 
that affected their musical compositions.  The Gothic movement in literature was at its height 
during the nineteenth century.  Authors, poets, and philosophers examined the role of death and 
the supernatural in varied works of literature.  Goethe’s works are a prominent example of this 
aesthetic, and all three composers had some sort of relationship with him or his work.  
Mendelssohn knew him personally, and was asked to write a work based on Goethe’s ballad of 
the same name.  Liszt lived and worked in Weimar, Goethe’s hometown.  As the Kapellmeister, 
Liszt organized a festival to celebrate the 100th anniversary of his birth.  He also learned of 
Goethe’s Faust through his friend Berlioz.  While Berlioz had no documented personal 
relationship with Goethe, he was an avid reader of Goethe’s work, and wrestled with setting 
Faust throughout his career. 
The three composers all used similar techniques to portray demonic characters, whether 
Mephistopheles specifically or another member of the spirit world.  Indeed, they all knew of 
each others’ work.  Berlioz dedicated his Damnation de Faust to Liszt, who in return dedicated 
his Faust Symphony to Berlioz.  Berlioz was also present at the rehearsals for the premiere 
performance of Mendelssohn’s Die erste Walpurgisnacht.  One of the primary methods they 
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each used to depict the demonic was ornamentation.  Each composer used trills, grace notes, and 
neighbor tones to decorate an existing theme or melodic idea.  Each also composed demonic 
melodic material in a light style, drawing to mind fairies and sprites, rather than an overt picture 
of the fire of Hell.  By using these gestures, the composers were able to achieve broader effects 
through the manipulation and parody of original thematic material.  In the works discussed 
above, the Devil and his associates lack originally composed, unique material—their melodies 
and themes are based on others’ original themes. 
Finally, all of these composers saw the piccolo as an important element in their depiction 
of the demonic.  Each used the unique characteristics of the piccolo sound, soaring high and 
piercing above the rest of the orchestra, to bring out infernal qualities in the music.  Its tessitura 
allows it to cut through even the fullest orchestration, giving it a more prominent role than any 
other woodwind instrument.  The piccolo’s association with both lightness and agility is similar 
to that of the violin, whose associations with the demonic are also well documented.  A high, 
piercing quality and ability to cut through a full symphony orchestra make this instrument a 
fitting element for this genre of music. 
While the piccolos these composers knew were not the ones used in modern orchestras, 
they would have had distinct characteristics that made them stand out in the depiction of the 
demonic.  The one-keyed piccolo, commonly used at the time of the composition of all four of 
these pieces, had a fingering system originally developed for Baroque just temperament, making 
some of the ornaments required by these components difficult and at best, and impossible at 
worst.  By using this awkward instrument to portray scenes such as demonic dances and 
deception, the composers were able to create a sense of unease which matched well with the 
dramatic action.  This element of unease has been lost in modern orchestras as the instrument 
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itself has become more advanced.  The perfection sought by orchestral players in both intonation 
and tone quality hides the original shrill qualities that made the instrument such a fitting choice 
to depict the demonic.   
While the use of the piccolo to represent the demonic is important, also worth noting is 
the omission of the piccolo in sacred or solemn scenes.  All three composers chose to omit the 
piccolo in passages relating to goodness or wholesomeness, but they did so in different ways.  
Berlioz did not use the piccolo to introduce any statement of the idée fixe except for its diabolical 
one in the final movement of Symphonie Fantastique. He also chose not to use the piccolo in 
Gretchen’s scènes in La Damnation de Faust. Mendelssohn only used the piccolo during the 
three scenes in Die erste Walpurgisnacht in which the Druids act out their demonic 
impersonation.  And Liszt used the piccolo only in the Faust and Mephistopheles movements of 
the Faust Symphony.  However, Liszt did choose to include the piccolo as a high voice in the 
original ending to his symphony.  This C major area depicts Heaven and redemption, so it is not 
expected that this final material would include the piccolo.   
This study has concentrated on four similar works as a set of case studies in which to 
examine the use of the piccolo to depict the demonic.  However, this is only the beginning of the 
research that can be done in the topic of the demonic in piccolo literature.  These pieces represent 
a specific time period and style of music.  Because of the focused scope of this project, later 
pieces featuring the piccolo, as well as those from the operatic repertoire were not examined.  I 
have also avoided delving into the solo literature for the piccolo in order to focus on the ways 
that orchestration can characterize the demonic.   
Of particular interest for further study is the large volume of solo piccolo music 
composed in the past thirty years, some of which depicts or evokes the demonic.  Thea 
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Musgrave’s Piccolo Play, for example, contains a prominent example of demonic representation 
in her set of vignettes featuring the piccolo as various characters, the first of which depicts an 
enchantress.  Indeed, most of the solo piccolo works available today were written in the past 
thirty years.  These pieces may include other techniques that tie the piccolo to the idea of the 
demonic.  Further study of these later works could yield a greater knowledge of how 
contemporary works both align with and challenge the techniques used by Berlioz, Mendelssohn, 
and Liszt.   
Also not examined herein is the operatic literature.  While I briefly mentioned the 
piccolo’s role in Weber’s Der Freischütz, this piece specifically, and the repertoire in general, 
warrants further exploration.  Berlioz himself recognized Der Freischütz as an important 
example of a demonic piccolo part.  In this work, Samiel is a Mephistophelean character, 
allowing the researcher to consider the piccolo’s role in a similar fashion to this paper’s focus.  
This is only one example of the demonic to be found in the operatic literature.  There may be 
many more examples of demonic representation in this vast repertoire. 
Additionally, the piccolo has been used in many other programmatic roles not explored in 
this paper.  As with Nancy Toff, I have only briefly touched on a few other roles the piccolo has 
taken on: military music, storms, and birds.  Bartok’s Concerto for Orchestra includes a well-
known passage in which the piccolo can be heard depicting the wind as it blows against a 
squeaking window, building on Beethoven’s original use of the piccolo to depict a raging storm 
in his Pastoral Symphony.  Berlioz himself cites Gluck’s Iphigénie en Tauride in his Treatise for 
its notable use of two piccolos.  Very little attention has been paid to the various roles the piccolo 
plays in program music. While some, like Toff and Berlioz, note that the piccolo does lend itself 
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to program music, there is much to be learned in a more in-depth analysis of the piccolo’s role in 
such repertoire.   
While Berlioz, Mendelssohn, and Liszt definitely used the piccolo as an element in their 
various explorations of the demonic, their three compositional styles are distinctive and complex, 
and there is not a 1:1 comparison of the piccolo and the demonic in every piece.  However, each 
of these composers used the piccolo as a tool in their overall representation of the diabolical.  
These three composers’ depictions of the demonic can be used as case studies to see the 
piccolo’s role in this type of music.  Satan had been presented throughout history as a deceiver—
a malevolent spirit who is able to manipulate good things for his own purpose.  The piccolo’s 
high register and unique sonic qualities made it ideal as a programmatic element in portraying 
this deception.   
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